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FOURTH ANNUAL ATEANTA INTERNATIONAL FILM FESTIVAL 


ON LOCATION WET: 
“DELIVERANCE” 
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, CAMERA SALES CENTER CORP., 
625 West 54th Street, New York, N.Y. 10019 
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| Trades accepted! Satisfaction guaranteed or money back within 10 days! ] 
Quantity Unit Quantity Unit 
MOVIOLA ACCESSORIES TRIPODS AND HEADS 
1—U1-20S Modified for Composite with 1—Arriflex 35 Tripod and Friction Head....6 223.50 
Counter & Large Screen ..............--...-- $2515.00 1—NCE Jr. Tripod and Fluid Head.............. $ 368.00 
3—35mm Sound Head W/Arms ..............-.--- $ 565.00 1—WMiller Model F Fluid Head .................--. $ 170.00 
3—16mm Sound Head w/Arms ................--.- $ 565.00 1—Ball Leveling Top For Pro Head to fit 
1—35mm Picture Head w/Large Screen, Ure “Class TTIPOUS : Ssasersc sc eee $ 60.00 
Counter, and APMS ........-. cee eee $1045.00 1—Miller Flat Top Hi Hat For F Head ........ $ 42.00 
2—l6mm Picture Head w/Large Screen, 1—Miller Adaptor Plate to fit F Head to 
Counter, and: AMS: cc.sccs-ccecssetceectseesene $1045.00 Pro. Ir. Tripod) 1s. s.hxcreia.caenes Sees $ 15.00 
2—16mm Composite Head ..............2-.--.-+-- $ 484.00 1—Worrall Head with/Case 0.0.2.2... $2190.00 
3—35mm Composite Head ................2.....-- $ 484.00 DB: Sr TENPOU Sentccsssesscascsbstsests eat oes sceses $ 60.00 
1—1801 Amplifier 22s... esses $ 116.00 2—Pro Jr. Friction Heads 20... eee $ 65.00 
B3—Pro Mi. HE Hats! cen cccccccecscecccsssssccencesssneeeze $ 20.00 
2—Mitchell 3/4 Tripods .............00.0022.0-- $ 115.00 
SYNCHRONIZERS 2=Promsr: i Baby: (LOGS: sxscssaracccastaniciene $ 60.00 
: 1—Mitchell Baby Legs ..........cccccceecec eee $ 105.00 
Sie OMI MOMIOES: miasaiaticisinssntestcrweentiete F 82505 Triangle With CLAMPS. ccccecccencnne--- $ 29.00 
3—2 .Gang 16 Moviola ...............:.........2::00 $ 105.00 
< 3—Geared Wedges .................20::..::cccccesecccee $ 215.00 
9—2-Gang 35 Moviola ....................-...-.0. $ 103.00 . 
4—4 Gang 16 C.S.C $ 139.00 4—Small Adjustable Wedges ...................... $ 165.00 
2—A Gang 35 MOViOlG cocccccccsccccssnccesreesnn 4—Cases For Arri. Baby Tripod ................ $ 11.65 
1—6 Gang 16 Moviola ................... 
18—2-16/2-35 Combination .................. LIGHTS AND STANDS 
Magnetic Heads) 26 OF. s5mnmn 5—Pic Stands #4709 9 Ft. $ 14.00 
3—Lowell Stands: nlszccctesccetosescscecassshoszestass $ 32.25 
SPLICERS AND MISCELLANEOUS EDITING EQUIPMENT S3—Lowell Link PoleS ........c...cccccccecesccccesseens $ 14.75 
1—Lowell Quartz D (Less Lamp) ................ $ 43.25 
1—16 R 3 Neumade -.............-ecceeeeesseeeecseee $ 33.00 1—Lowell Quartz R (Less Lamp) ................ $ 51.00 
1—35 Ro 2 NewMade -.....eeeeeeeeeeeeeeeeseeen $ 33.00 6 —Colortran LQM/6A 650W-Mini 6 (Less 
1—Rivas 35 Straight Cut ........................... $ 130.00 LAIN) Rak fevvence sat easaasstosesttcessncsenmececsatecteeet $ 38.15 
1—Rivas:' 35: Diagonal. Cut: <s.cscccsssssccscscssesas.: $ 140.00 6—Colortran LQM/10A 1000 Mini 10 (Less 
k ; PAM) sxzacczcsipacaseesckes-saceectesssesstennscescecseseven $ 40.60 
1—Rivas 16 Diagonal ....................-0..:eeeee 140.00 
2 ae aie 8-16 ca, 00 5—Colortran Mini Pro (Less Lamp) .......... $ 36.00 
eps eran 8—Colortran LQK6/DY-Dual 650 (Less 
9—Du Page Tape Splicer ..............2.222..--- $ 2.00 MME Sacyetencs jsvesaececnioonen omens $ 25.83 
46—Rewinds Moviola . ............2..2..2:-::-1-00ee-+ $ 18.25 6—Colortran LQK10/DY Dual 1000 (Less 
S0==CSC: <REWINdSia.ceotes cant eae $ 17.25 LAMP), --.n----seecnenesntnseees sossssteteeeettteeeeeeeeeeeee $ 32.83 
2—Moviola Solid State Amplifier SSM........$ 71.00 uae ae LQF 10/Multi 10 (Less & ait 
sake ely GOAL a BS eH a Mee ~-$ 30.00 & Colortran LQK/10DM Dual 1000 Screw 
10—Editing Bins on Casters w/Liner & Pin Base (LeSS Lamp) ..............-c-ss-nesceccesssese- $ 25.00 
RACK onnsessesssseeeseesesnnnsceecetnenenenesnsnansennncnnns $ 34.00  16—Colortran DQK 10 Accessory Holder For 
2—Luxor Bench Lamps with Bulbs ............ $ 26.00 Dial! LOOO! .cncteccctucscspeceszcvcecseeszecsesscatocessts $:> «5:50 
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ALL ITEMS AT COST 
OR BELOW! 


Quantity Unit 
7—Colortran DQK 6 Accessory Holder For 

Dela 650-2222 re rn teen tetiae ce einse $ 4.87 
25—Colortran B2QK 10 2 Leaf BarnDoor for 

Dital! *VOOO)= c382.. eee er ee $ 9.50 
4—B4QK 10 4 Leaf Barndoor For Dual 

TOOOS ference nn ea rcatecspio ke $ 11.87 
4—B4QkK6 Barndoor For Dual 650 ............. $ 10.98 
1—Sylvania Sungun Head ............20ceeee $ 34.50 


LENSES, METERS, MICROPHONES, MISCELLANEOUS 
EQUIPMENT 


4—25-250 Angenieux Zoom 
1—9.5/95 Angenieux w/71” Finders ‘‘C’”’ 


MOU. o.3s. dcsctuvcnscescscarssnasteteassendceethcescpsloceh $1031.00 
2—Weston Master V Meters w/case ........ $ 25.75 
DMAP SENON cccsscescnocteceartanarchtceeanertecsscceastescaies $ 51.00 
1—Synchron Microphone ........................2.00: $ 182.00 
1—Electro Voice 642 0000... $ 211.00 
3—1200 Ft. 16mm Mitchell Magazine ........ $ 175.00 

_ 50—Slates and Clapstick —.....0002 2. $: - 5.50 


1—Arri. Fibre Glass Blimp For S or M 

USO). eoacecieslossectatecch kguncsatenntegebacechebspeoteyh $1300.00 
1—Arri. Metal Blimp 16mm Used .............. $ 700.00 

FILTERS 

25—4o" Round ND Filter. ...............0.......2.... $ 27.00 
3—41" Round 8N5 (Yellow) ...................... $ 25.00 
4—4¥/2" Round 8N3 (Yellow) ...................--. $ 25.00 
5—41I" Round 3N5 (Yellow) ...................... $ 25.00 
3—41/2” Round #21 (Orange) .................... $ 22.50 
SAMO! SROUNGI SO) Sscoscccacen-cecdonssesotesaasceacts $ 22.56 


Series 6, #15, 56, 21, 23A, 25, 6, 8, 


D2 IND OINOs, IMD! scsceactcsscezacvessezeceoseaace $ 1.75 

Series 7, #6, 8, 11, 234, 25, 8N5, 
23A4-56;, 21) 15). ND cones tecacs $; 2,75 
Series 83-76; 14) 12-13-15; act $ 5.37 

Series 9, #12, 21, 25, 56, 23A+56, 
SND Mest coms sescksartrcencasdceeeeecaserentr me tee $ 6.97 

2 Each—Proxars For 24-240 Zoom +14, 
at tan oa” Airecyee error om Neer cere ener rr ern $ 142.25 
1—Sunshade for 24-240 Zoom .................... $ 109.25 


3—3x3 2 Mil Etched Glass Star Filter.....$ 65.00 
1—3x3 1.5 Mil Etched Glass Star Filter.....$ 65.00 
2—2x2 1.5 Mil Etched Glass Star Filter......$ 65.00 


Hundreds of additional items available at huge savings — write, wire or phone for quotations / satisfaction 
guaranteed or money refunded within 10 days of purchase/ add sales tax where applicable — shipping 
charges additional / all equipment subject to prior sale / trades accepted. 


SUSTAINING 


SMPTE 


MEMBER 


CSC 


New York 10019 - 


CAMERA SALES CENTER CORP. 


SALES. AFFILIATE OF CAMERA. SERVICE CENTER, INC. 
625 West 54th Street °- 


212 PL 7-0906 
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Where you can go with a briefcase, 
you can go with an NPR. 


With its 400 foot magazine, the 

Eclair NPR weighs only 19 
pounds. But it’s not just weight 
that counts; it’s also handling. Un- 
like its competitors, you can carry 
the NPR easily in one hand. It’s 
about the same size and shape as a 
briefcase; and the handle is at the 
point of balance, on top. 


Balance. The NPR’s rear- 
mounted magazine puts much of 
the weight over your shoulder when 
you’re shooting. You don’t hand- 
hold the NPR; you shoulder-rest it. 
The NPR’s magazine doesn’t stick 
up in the air over your head, and 


the lens doesn’t stick out way in 
front of you. 


Down there at your side like 
a briefcase, the NPR is so unobtru- 
sive that you can walk into places 
that are off-limits to the bulkier 
rigs. When you start shooting, you 
don’t need a shoulder brace. And 
up on your shoulder, the NPR is 
still unobtrusive. 


“We can go into a place and, 
before the people are aware of it, 
we’ve made a whole half-hour sync 
sound film with two cameras in one 
day.” That’s the opinion of award- 


AMERICAN CINEMATOGRAPHER, AUGUST, 1971 


winning film maker Barry Brown, 
writing in PMI magazine about his 
own experience with the NPR. 


For a free NPR brochure, 
write to us at 7262 Melrose Ave., 
Los Angeles, Calif. 90046; or at 73 
S. Central Ave., Valley Stream, New 
York 11580. 


eciair 


NPR: THE SUPER 16 CAMERA 
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Suddenly, 
New York has 


‘West Coast’ 


It had to happen, sooner or later 


We just made it sooner. Gave New York its 
own ultramodern filmmaking center to keep 
pace with its imaginations. A total rental- 
fabrication-manufacturing facility. And a 
multilevel soundstage complex equipped yg 
for everything from commercial to feature. 43 
Making films in New York is a way of 
life. We understand it. Live it. And de-, 
signed around it, drawing on years of Sew ® Peewee tire f | ; vi 
experience on all types of feature, A 5. ey ae eee motion picture professionals the facili- 
commercial, industrial and educa- 4 ait 
tional work. — 


» named us exclusive East Coast Distributors. Which 
¥ we find especially flattering, since they’ve long been 
. noted for pioneering the latest in cinematography. 
. Without compromise. 


~< realized New York needed something 


Ad z 


4 today’s most advanced cinema tech- 
ay | nology. Without a lock, stock & barrel 
‘ transcontinental migration. So that 
any additional location or stage takes 
wouldn’t require back-and-forth trek- 
king. 


Two years, seven stories 
and 40,000 square feet later 


(plus innumerable gallons of 
blood, sweat & tears spilled on 
38th Street and Eleventh Ave- 
nue), we have the most complete 
service-oriented equipment source 
anywhere. Park (yes, we said 
park!!!) outside our door, and you'll 
find a building-full of experts at get- 
ting things done. Backed by a huge 
inventory of the world’s finest camera, 
lighting, grip and sound equipment. 
Supported by some of the finest opti- 
cal and machine shops to be found 
anywhere. 


Our vision and PANAVISION 


As the building took shape, people were 
impressed. We were impressed. So, appar- 
ently were the Panavision people, who 


Senerasage 


512 West 19th Street 
New York, N.Y. 10011 
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But instead of the usual re- 
conversion of the sprawling 
ex-garages now dotting the 
west side, we started 
from the ground up. Re- 
~ee cy, Sulting in a three-studio 
i2¥ complex that tops any- 
ae ieee thing you’ll find this 
phe ~~ side of the Sacramento 

Sheng’ (and possibly even fur- 
ther West). 


Enough aerial photography 
In the not-too-distant future, 
we'll be introducing New York’s 
West Coast to the filmmaking pub- 
lic. But why wait? We’re waiting to 
make you part of the excitement at 


#/ general camera 
~~ corporation 471 Eleventh Avenue 


New York, N.Y. 10018 
(212) 594-8700 


Exclusive East Coast distributor for—A NAV/S/ON® 
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Herb A. Lightman e FEATURE ARTICLES 
editor 

758 THE FOURTH ANNUAL ATLANTA INTERNATIONAL FILM FESTIVAL 
Three Tyler With more than 1200 entries from 32 countries in 56 categories, this year’s 
editorial assistant event is bigger and better than ever 

: 762 “JOHNNY GOT HIS GUN”—Golden Phoenix and Golden Dove Awards 

Milt Darnell 
production control 766 Awards of the Fourth Atlanta International Film Festival 
Jan Mazza 768 “THE WINDSPLITTER”—Golden Tara Award 
advertising manager 

774 “MASTERS OF THE SKY”-Silver Phoenix Award 
Barbara Prevedel 
accounting 776 “LES STANCES A’ SOPHIE”—Gold Medal Award 
Pat Barrier 777 “AN AMERICAN FREAK ILLUMINATION”—Gold Medal Award 
circulation 

778 “PUNISHMENT PARK”—Gold Medal Award 
Salt te: 785 “IMAGES”—Gold Medal Award 
research 

ae ; 788 FILM‘71 
Editorial Advisory Board London's Second International Film Technology Conference and Exhibition 
Charles Clarke, Chairman attracts film folk from many nations and scores as a smashing success 
Burnett Guffey 
Winton Hoch 796 On Location With “DELIVERANCE” 
George Mitchell Editor ropes his way down into a 1200-foot chasm to observe filming of a 
Kemp Niver stark and violent tale that is a real “cliff-hanger’’ for cast and crew—and 
Harold Rosson hopefully, will be for the audience, too 
Walter Strenge 
e DEPARTMENTS 

Editorial—Business Offices . 
1782 North Orange Drive a 
Hollywood, Calif. 90028 : 

804 Questions & Answers 


876-5080 


Advertising Representative 


Paul Gilbert 

485 Fifth Avenue 

New York, N.Y. 10017 
(212) 884-2911 


ON THE COVER: (Clockwise from top left) Symphony Hall of Atlanta’s multi-million- 
dollar Memorial Arts Center, filled to capacity for Film Festival screening; Atlanta Film 
Festival founder/Executive Director J. Hunter Todd presides over main table and greets 
those attending Awards Banquet in Main Ballroom of Royal Coach Hotel; A scene on 
Cahulawassee River, in back-country wilderness of northern Georgia, during filming of 
Warner Bros. feature drama, “DELIVERANCE”; A scene from Dalton Trumbo’'s 
“JOHNNY GOT HIS GUN”, Golden Phoenix (Best of Festival) and Golden Dove Peace 
Awards at Atlanta Film Festival. 


AMERICAN CINEMATOGRAPHER, established 1920, in 52nd year of publication, is published monthly in Hollywood by ASC Agency Inc., 1782 
North Orange Drive, Hollywood, California 90028, U.S.A. SUBSCRIPTIONS: U.S. $7.00; Canada, foreign, including Pan-American Union, $8.00 a year 
(remit International Money Order or other exchange payable in U.S.) ADVERTISING: rate card on request to Hollywood or New York office. CHANGE 
OF ADDRESS: notify Hollywood office promptly. Copyright 1971 ASC Agency Inc. Second-class postage paid at Los Angeles, California. 
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SHOOTING 


SUPER 16 


‘SUPER 16’ is essentially a ‘BLOW UP’ system, ideally suitable for low budget films. 


IN EUROPE? 


Because the camera original must undergo a great deal of enlargement, quality must be maintained at every stage of the process. 


Our ‘SUPER 16’ Eclair cameras have been modified with this in mind. The aperture has been enlarged, the optical centre re-aligned and the magazine 
rollers and film guides relieved. For optimum quality we provide our ‘SUPER 16’ cameras with a matched set of Cook Kinetal lenses, (12.5, 17.5, 25, 
37.5, 50 and 75 MM.), in addition to a special 10 x 12 zoom lens which covers the enlarged picture area. 


Rental price: 


"SUPER 16’ Eclair camera with two magazines, batteries etc. $144 per week. 
Set of matched Kinetal lenses. $48 per week. 


Angenieux 12-120 type b zoom lens $67.20 per week. 


CAMERAS: 
LENSES: 
PANAVISION: 
DOLLIES: 
CRANES: 
TRIPOD HEADS: 


HELICOPTER MOUNTS: 
LIGHTING EQUIPMENT: 


RECORDERS: 
SOUND ACCESSORIES: 
TELECOMMUNICATIONS: 


SOUND TRANSFER: 


FOR ALL YOUR PRODUCTION REQUIREMENTS 


EDITING EQUIPMENT: 


Arriflex, Auricon, Beaulieu, Eclair, Mitchell, 
Panavision, etc. 

Wide Aperture, Wide Angle, Normal, Telephoto 
and Zoom. 

Anamorphic and Spherical (non-anamorphic) 
lenses, 35 and 65mm. cameras, etc. 

Colortran, Elemack & Moviola. 

Up to 28ft. lens height. 

Cartoni, Miller, Moy, O'Connor, Ronford, Vinten 
& Worrall. 

Tyler Major, Middle & Mini. 

Colortran, Lowell, Mole Richardson, Battery 
portable, Strobe, Waynco Brutes, laniro, etc. 
Nagra, Westrex, etc., mono or stereo. 

Fisher Booms, all types of microphones. 

Walkie talkies, Transmitter/receivers up to 25 watts 
output, Loudhailers, etc. 

Y%ain., 8, 16, 17.5 and 35mm., by Westrex. 


FREIGHT AND 


EDITING FACILITIES: 


DUBBING: 

VIEWING: 

PORTABLE PROJECTION: 
STILL CAMERAS: 
CLOSED CIRCUIT T.V.: 


CAMERA CARS: 

MOBILES: 

PRODUCTION FACILITIES: 
TECHNICIANS: 


PASSENGER HANDLING: 


Moviola & Steenbeck Editing Machines, Joiners, 
Synchronisers, Moy Numbering Machines, etc. 
Cutting Rooms, Production Offices, Music & Effects 
Libraries, Mobile Cutting Room & Viewing Theatre. 
Westrex 16mm. Reversible. 

16 and 35mm. Single or Double Head. 

16 or 35mm. Single or Double Head. 

Mamiya, Pentax. Polaroid. 

Plumbicon & Vidicon, T.V. Viewfinders for Film 
Cameras, VTR. 

With front, roof & rear piatforms, Casper Camera 
Insert Cars. 

Samcine — Hollywood Mobiles. 

Full technical crews as required. 

All grades. 


Our own Offices at London & Amsterdam Airports. 


DAY & NIGHT e 7DAYS A WEEK e WORLD WIDE SERVICE 
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SAMUELSON 


FILM SERVICE 
LIMITED 


303-305, Cricklewood Broadway 
LONDON NW2 6PQ. 

Tel: (01) 452 8090. Telex: 21430 
Cables: Samcine,London. 
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SAMUELSON 


M-MOB i; : 
of a ALGA- CINEMA 


SARL 


24-26 rue Jean Moulin 

94 VINCENNES,FRANCE 
Tel:328-58-30/31/32 
Telex: 67 260 F 

Cables: Samcine PARIS 


303-305,Cricklewood Broadway 
LONDON NW2 6PQ. 

Tel: (01) 452 8090. Telex: 21430 
Cables: Samcine,London. 


Building 106, Schiphol East, 
AMSTERDAM 


Cables: Samcine, Amsterdam. 


Tel: (020) 171990. Telex: 14612 


ss 
SAMCINE 


SALES 
LIMITED 


303-305,Cricklewood Broadway 
LONDON NW2 6PQ. 

Tel: (01) 452 8090. Telex: 21430 
Cables: Samcine,London. 


Room 65,Cargo Agents’ Building 
LONDON AIRPORT. 

Tel: (01) 759 9969/70. Telex: 22197 
Cables: Samfrei ght, London. 


The Lowell Link System holds up everything 
except the shooting. And travels in one case! 


Lightweight, modular components let you 
quickly link up all these rigs, and many 
more, even on distant locations. 


you can never be really sure what 
you’ll need on location until you 
finish shooting. So you either haul 
a truckload of conventional grip 
gear, or try to improvise on the 
spot. You lose time, money or 
quality. 
But now you can take along 
virtually everything you’ll need, 
without straining your budget or 


your back. Link components snap 
together in countless combinations 
to form booms, background sup- 
ports, flags, floor-to-ceiling poles, 
water weights, stand extensions, 
braces, rigging devices. 

You can attach a Lowell 
Quartz (shown above), Lowell Soft- 
light and most location lights to 
any part of our rigs, or to a door. 
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Components are available 
individually and in kits. You can 
make all the above rigs from one 
kit. Not all at one time, but several 
at one time, including many not 
shown. 

For more details, see your 
dealer. Or ask us for our free 
brochures. 


LOWEL 


Lowel-Light Photo Engineering 
421 W. 54th St., New York 10019 
Phone number: (212) 245 6744 
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What the handgrips can do 
will give you some idea 
of what the camera can do. 


The idea behind the Bolex 16 Pro was to give the profes- 
sional a 16mm sound camera that would satisfy him in 
every way. We started with a clean sheet of paper and a 
list of the things we felt a professional camera should be 
able to do. By the time we finished, we had a 16mm camera 
like no other. Everything about it was different—starting 
with the handgrips. 


EVERYTHING AT YOUR FINGERTIPS. 


The handgrips of the Bolex 16 Pro aren’t for holding the 
camera. They’re for operating the camera. When you wrap 
your hands around the grips, your fingers rest on sensitive 
rocker switches that control the power zoom and power 
focus (which can also be operated manually). You control 
the rate of zoom and focus through a built-in rheostat. 


The handgrips also house the running speed selector and 
the fade-in fade-out control. 


Extension sockets in the ends of the handgrips let you 
operate the camera remotely, from as far as twenty feet. 


And if you should drop the camera on its handgrips, while 
on location in Timbuktoo, the grip can be replaced. Be- 
cause the camera and its power source are modular. 


BODY HELD. NOT HAND HELD. 


We wanted a camera that would work equally well on or 
off the tripod. In the studio or on location. So we designed 
ours to rest comfortably on the shoulder. By using a mono- 
pod attachment, the camera becomes entirely body held, 
leaving your hands free to guide and operate it. 


WE BUILT A BETTER MAGAZINE. 


We placed our 400’ co-axial magazine to the rear, making 
the camera easy to work with in tight spots, like inside a 
car. We’ve minimized loading and handling. The film 
threads itself automatically, from core to core, in three 
seconds. Then a signal light tells you the camera is ready 
for shooting. (This same light also indicates when the film 
is exhausted.) A built-in cutter makes it easy to remove 
partially exposed film. 


ELECTRONICALLY DRIVEN MOTOR. 


The Bolex 16 Pro has a built-in four-in-one electronically 
controlled motor that runs at variable speeds of 16 to 50 
fps, forward and reverse. (There’s also a model with 
speeds of 16 to 100 fps.) It can also shoot single frames 
for animation and time lapse studies. The motor operates 
so quietly that it produces only 32 dbs five feet from the 
lens. So no blimp is needed. And because the motor starts 
and stops instantly, at all speeds, there are no blank frames 
between scenes. 


736 AMERICAN CINEMATOGRAPHER, AUGUST, 1971 


The motor drive is crystal controlled, providing an accu- 
racy of plus or minus one frame in 1,000’ of film. The 
camera permits synch sound shooting without direct con- 
nection to a tape recorder. 


OUR LENSES. AND MORE TO COME. 


Presently we have three interchangeable lenses for the 
Bolex 16 Pro. An Angenieux f/2.2 12 to 120mm zoom. A 
fast Schneider f/2.0 10 to 100mm zoom. And an extreme 
wide angle Zeiss Distagon f/2.8 8mm lens. An additional 
20 to 1 Angenieux 12 to 240mm zoom will be available 
shortly. And it’s possible to adapt some of your own lenses 
for use on the Bolex 16 Pro. 


EXPOSURE CONTROL. AUTOMATIC AND NOT. 


It’s there, even if you choose not to use it. The Bolex 16 Pro 
has a through-the-lens light metering system and auto- 
matic exposure control, for film speeds of 12 to 1600 ASA. 
The meter is coupled to the camera speed control, and 
adjusts itself automatically to correspond to any changes 
you make in the running speed. A manual override control 
is built right into the handgrip, so you can take over any 
time you please, without so much as moving your hand. 


THE VIEW FROM THE FINDER. 


The Bolex 16 Pro is a mirror reflex camera with a 20 X 
magnification at the viewfinder. The mirror is always in 
viewing position when the camera stops. The viewfinder 
converts instantly from ground glass to clear glass, to give 
a brighter image in dim light or with the lens stopped down. 


You can rotate the viewfinder 45, 90 and 180 degrees, 
which makes it possible to film with the camera aiming 
backwards over your shoulder. 


The viewing screen has a TV area marked off, as well as 
16mm frame markings. It also tells you what the f-stop is at 
any given time. 


PUT IT ALL TOGETHER. 

When you bring the automatic features of the Bolex 16 Pro 
into play, you can do some very remarkable things. You 
can follow focus and zoom at the same time, while panning 
from light to dark areas. (Ordinarily you’d need at least 
four hands to do that.) You can make automatic time lapse 
studies in changing light conditions. The Bolex 16 Pro was 
designed to be the best all-around 16mm sound camera of 
all time. We invite you to see how successful we were. 


BOLEXx 16 PRO 


POPPE O HEHEHE EH EEE EEE EEO T TEETH EEE EEE EEE EE EEE OHHH OHH E TEESE EEO EEE EEE OEE EE EEES 


: If you’d like a demonstration of the Bolex 16 Pro, please : 
: write Paillard Incorporated, 1900 Lower Road, Linden, N.J. : 
> 07036. We'll notify you when we'll be in your neighborhood. : 
: NAME 

: AFFILIATION 
: STREET : 
: CITY STATE zIP 


: For countries outside the U.S.A., write Bolex International S.A.,1450 Ste. Croix, Switzerland. $ 


SHPO EHH HEHEHE EE HEEHEH HEHEHE HEE EE EEEEEE EEE EEE ESET EEE EH EEE EE EEE EERE G 
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coopic 16 shoots the news faster than any other 


~— : ) 
Camera available”. says Henk de wit Director of Photography at KDFW-TV Dallas 


Canon’s Scoopic 16. Made for action moments. 
Because it shoots them faster than any hand camera 
around. That's a large claim for an under 7-pounder. 
Uniquely designed hand-grip. Fully automatic expo- 
sure control with manual override. A built-in zoom 
lens. Motor drive and auto threading. All adding up 
to a perfect shot. Everytime. 


Close-ups, medium and long shots, zooms, tele- 
photos, wide angles. Even ‘‘follow’’ shots. Instantly 
focused. Indoors and out. Filming . . . not fumbling. 
Because your eye never leaves the view finder. 
You're always in focus. Especially for the un. 
expected. 
Let us tell you more about Canon Scoopic 16. Why 
it's the best, most reliable professional camera 
around. At only $1250. Use our coupon to request 
enit _ illustrated literature. 
n Scoopic 16s" 


Please tell me more about the Canon Scoopic 16. The 
“action moment’ 16mm. In focus for even the unexpected. 
Name 

Company 
Position 


Address 


| Canon USA. Inc., Dept. AG- 2 
64-10 Queens Boulevard, Woodside, New York 11377 


Canon /scooric 16 


_ : 
Al Op ictured, sold and serviced by 
Pr cts, inc., Dallas, Texas. 


i 
I 
I 
I 
I 
| 
I 
I 
State Zip : 
I 
I 
I 
I 
I 
d 


I 
| 


announcing canada s 


newest rental house 


In Montreal its... 


STUDIO 1310 


QUALITY SOURCE FOR 


e Cameras e Zooms e Blimps 
e Dollies e Nagras e Generators e Lighting 
e Grip equipment e Camera maintenance e Repairs 


ALSO COMPLETE PRODUCER SERVICES IN AIR CONDITIONED COMFORT. 


e Sound stage, with permanent plaster cyc, and lighting grid. 
e 30 seat projection theater 16/35mm interlock. 

e Editing rooms, equipped with Steenbeck or Kem 16/35mm editing 
machines 


STUDIO MOBILE for 


location Filming 


Write for our rental catalogue 


STUDIO 1310 


(514) 523-1310 — 1310 LARIVIERE ST., MONTREAL 133, QUE. 


740 


IF YOU FILM ouiie . 


IT HAS THE MOST IMPORTANT FEATURE YOU CAN BUY 


In a TV news camera, dependability 
makes every other feature seem less 
important. If your camera isn't ready 
for action whenever or wherever the 
action is, then light weight, lower price, 
special gadgets or a new configuration 
won't help you. The dependability has to 
be built in. 

Dependability is the middle name of 
F & B/Ceco’s TV News Camera. The 
reason is that F & B/Ceco is a company 
of camera craftsmen. They pioneered 
the TV news camera conversion to its 
present form. They led the way on every 
major improvement through the years. 
Their craftsmanship and know-how are 
the backbone of F & B/Ceco’s depend- 
ability. And their camera is the back- 
bone of the news in more than 50% of 
all TV stations. 

Little wonder that every important 
news event in the past 15 years has 
been covered by an F & B/Ceco camera. 
There are more in use than all other 


news cameras combined. 

If you're looking for a TV news cam- 
era, consider dependability. It’s the 
most important feature you can buy. 
And it costs you no more. 


NOW — 

NO CABLES! 
You can run 
with your 

F & B/Ceco TV 
News Camera 


With the new Frezzi-Cordless internal 
battery, you can run eight 400’ rolls 
without a power cord. It’s a quick- 
change internal battery. And your cam- 
era can also run on AC power or any 
portable power supply. Another of the 
many options available with your 
F & B/Ceco TV News Camera. 


Send for fully illustrated specification brochure, write Dept. AC8-1 


40 Kero Road, Carlstadt, New Jersey 07072 e (201) 939-5250 


SOS PHOTO-CINE-OPTICS, INC 


A DIVISION OF F&B/CECO INDUSTRIES, INC. 


315 West 43rd Street, New York, N.Y. 10036 e (212) 586-1420 
7051 Santa Monica Blvd., Hollywood, Calif. 90038 e (213) 466-9361 
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100 ft. film capacity for 2% minutes of 600 ft, film capacity for 1642 minutes of 1200 ft, film capacity for 33 minutes of 
recording; 6-Volt DC Convertor or 115-Volt AC recording. $1820.00 (and up) with 30 day recording. ™ $6425.00 (and up) complete for 
operation. ™ $1180.00 (and up). money-back guarantee. “High-Fidelity” Talking Pictures. 


Asn ed 


Hi 


Silent — Finger points i Rg eo vee 
fi i 11 mi s of in operation, furnishes 115-Volt AC power to drive on unexposed film for recording lip-synchronize 
‘scores. ee apo ON tand oo “Single System” or “Double System” Auricon magnetic sound with your picture. Can be used 


Equipment from 12 Volt Storage Battery, for with all Auricon Cameras. $1325.00 (and up), 
remote “‘location’”’ filming. #¢ $337.00 


fF it’s profit you’re after in the production of 
16 mm Sound-On Film Talking Pictures, Auricon 
Cameras provide ideal working tools for shooting 
profitable Television Newsreels, film commercials, 
inserts, and local candid-camera programming. 
Now you can get Lip-Synchronized Optical or 
Magnetic Sound WITH your picture using Auricon 
16 mm Sound-On-Film Cameras. Precision designed 
and built to “take it.” 

Strictly for Profit—Choose Auricon! 


Pan-Tilt Head Professional Tripod for S202 Romaine Street, Hollywood 38, Calif Write for your 
velvet-smooth action. Perfectly counter-balanced HOriywoop 2-0931 free copy of 
to prevent Camera “dumping.” $406.25 (and up). this 74-page 


Auricon Equipment is sold with a 30-day Money-Back Guarantee. You musi be satisfied. ® Auricon Catalog 


MANUFACTURERS OF PROFESSIONAL 16MM CAMERAS SINCE 1931 
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Some of our substitutes 
or those big, fat incandescents. 


Some of our substitutes 
for our substitutes. 


Those big, fat incandescents blessed 
the world with a lot of big, fat fixtures and 
sockets. 

So after we came up with our skinny, 
little tungsten-halogen lamps, the first 
thing we had to do was set them up on 
big, fat bases so that they’d fit the old 
sockets. 

Which meant developing a complete 
line of Substitution Lamps. (You see 
some of them at the left. ) 

But soon new fixtures arrived on the 


scene. These took full advantage of the 
inherent small size of Sylvania tungsten- 
halogen lamps. 

(Which, by the way, outlast the fat in- 
candescents about 3-to-1, don’t blacken 
and lose brightness with age, and don’t 
fall off in color temperature. ) 

For the new fixtures, we developed a 
complete new Standard Line of tungsten- 
halogen lamps, like the ones on the right. 

Whenever studios replace their old fix- 
tures with new ones, they can substitute 


our new lamps for our Substitutes. 

Which is OK with us. 

Because both of these lines are so much 
better than the old lamps, that no matter 
which our customers use, we feel we’ve 
done them a world of good. 

And there’s just no substitute for that. 

We have a brochure on each line. For 
your copies, write to: Sylvania Lighting 
Center, Danvers, Massachusetts 01923. 


SYLVANIA 


Now! Accurate color printing 


REPEATABILITY 


on every go-around 


For both Acme optical 
and Model “C” printers 


Absolute, precise, dependable color balance and den- 
sity control for every printer set-up is more certain, 
more easily obtainable with the Spectra® 900 Film 
Gate Photometer from Producers Service Corp. This 
remarkable new money-saving instrument quickly 
and easily provides the accurate data needed to con- 
trol costly printer variables. 


It permits compensation for faded filters, changing 
light sources, variations in print stock and numerous 
other conditions. It establishes a set of standards for 
each printer, eliminates expensive re-testing for sub- 
sequent runs, reduces set-up time to a minimum. 
Helps control wasteful lab error. Takes the guess- 
work out of producing consistently top quality prints 
— all without costly, time-consuming film tests. 


Extremely sensitive, stable, solid-state throughout, 
reads directly in printer steps of 0.025 log exposure 
units. 80 printer point range. The large, uncrowded 
scale affords ease and accuracy of reading. Color 
primaries red, green and blue as well as white-light 
illuminance can be read directly at the film gate. 
Uniformity of field illuminance in optical printers in up 
to 25 detent positions is measurable within the gate. 
A separate probe permits monitoring without remov- 
ing film. 
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MAEESOR® 
& 


*%, 


For Model “‘C’’ contact printers, a 
single probe provides field unifor- 
mity scanning plus color balance 
and exposure control measurement 
in up to 10 separate positions for the 
color primaries as well as 
white light. 


The Model 900 Photometer 
is compact and lightweight. 
A built-in storage space is 
provided for probes. Design permits adaptation to other 
optical and contact printers. 


Exclusive European agents: W. Vinten, Ltd., Bury St., 
Edmunds, Suffolk, England. 


“Spectra’”’ is a trademark of Photo Research, 
a Division of Kollmorgen Corporation 


Lease for as little as $4 per day. 


Also available for purchase. 


Producers Service Corp., Subsidi- 
ary Boothe Computer Corp. 

1200 Grand Central Ave. 
Glendale, Calif. 91201 


Please send information on 
Model 900 Photometer. 


OPTICAL PRINTERS N@me—— 
Firm 
Address 
City 
State Zip 


| 
| 
| 
| 
| 
| ACME 
| 
| 
| 
I 
| 
| 
| 
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DIRECTOR-DIRECTOR OF PHOTOGRAPHY-MEMBER A.S.C. 


BILL FRAKER SAYS: 


CINEMOBILE IS WORTH ITS WEIGHT 

IN GOLD, WE ARE ABLE TO FILM 
40 TO 45 SETUPS PER DAY 

AND MAKE UP TO 6 BIG LOCATION 

MOVES PER DAY ON A FEATURE. 

THE CINEMOBILE ADDS 2 HOURS 

DAILY TO PRODUCTIVITY. 

I WILL NEVER GO ON LOCATION 
WITHOUT THE CINEMOBILE. 


RB. — 


We came in under 
budget the last time- 
thanks to Camera Mart. 

Be sure to call them 
to line up the equipment 


for this film. — 


Our only explanation for 
MPL having such a high 
prestige throughout the 
16mm industry is that 
we consistently live up to 
what our clients needand 
want: prints of high qual- 
ity, genuinely personaliz- 
ed service, and the speed 


with which we get their work done. 
We can give you the same high 
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MOTION PICTURE 


LABORATORIES,INC. 


781 South Main Street 
Memphis, Tenn. 38106 
(901) 948-0456 


quality on your 8mm 
prints. Planes arriving and 
departing the Memphis 
International Airport 
every hour of the day and 
night, bring every city 
from coast to coastwithin 
quick and easy reach of 
MPL. Send your film to 


the complete 16mm laboratory— 
Motion Picture Laboratories, Inc. 


° ° 


Gimbel filming Whitetip oceanic shark - Taylor in cage. 


Planning tactics at Dangerous Reef. Left to right: Gimbel, Waterman, Taylor (standing) Cody and Lipscomb. 


Peter Gimbel, dressed in a wet suit for the cold, 
long dives off Dangerous Reef, South Australia. 
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“We were beyond reach 
of repair, so the cameras 
had to be Arri’s” 


_.. Peter Gimbel, Producer /Co-director/Underwater Cameraman, 


“BLUE WATER, WHITE DEATH” 


Scores of sharks, attracted by the blood and death throes 
of the whale, circled the divers and cages. The whale had 
been harpooned and left temporarily by a commercial 
whaling ship. The sharks, ranging in length from 8 to 12 
feet and weighing up to 1,000 pounds, tested the divers’ 
cages with blows. 


The divers had photographed such scenes before, but 
now, by pre-agreement, they left the protection of their 
cages (photo, left) for closer, wide-angle shots of sharks 
in a feeding frenzy. Immediately, the sharks closed in on 
the divers. What follows is perhaps the most extraordi- 
nary underwater scene ever filmed. It is part of the 
cinema veérité feature, ‘“‘Blue Water, White Death”. 


Produced for Cinema Center Films, for theatrical release, 
the 35mm Techniscope production covered thousands 
of miles in its search for the Great White Shark, the larg- 
est and most dangerous of its kind in the world. 


“We worked in places that had never been explored,” 
said Producer/Co-director/Underwater Cameraman, 
Peter Gimbel, ‘‘sometimes where the bottom was a mile 
deep. Currents were tricky, and more than once swept 
our divers great distances from our hoat. With the sea 
itself so threatening, |’d occasionally wished our subject 
was something like plankton. But our subject was sharks, 
and our business was to attract them by the dozens.” 


“We already had enough to worry about,” continued Mr. 
Gimbel, ‘“‘so the cameras had to be Arri’s. Most of our 
filming was carried out at remote locations far at sea, 
way beyond reach of replacement or repair of our equip- 
ment. Durability, performance and 
reliability are at a high premium un- 
All photos by Peter A. Lake der those conditions. We shot 180, 
000 feet of color film in Techniscope, 
both underwater and on the surface 
using six hand-held Arriflex 35’s. 
We never had occasion to regret it.” 


No regrets. That’s why Arriflex is 
first choice when there’s no second 
chance. 


PANEER Foxe 


COMPANY OF AMERICA 
P.O. Box 1050, Woodside, N.Y. 11377 # 1011 Chestnut Street, Burbank, Calif. 91502 


Surface photographer and co-director James Lipscomb wit 
blimped Arriflex 35. 
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CINEMA WORKSHOR, 


By ANTON WILSON 


AUTOMATIC SLATING 


Slating with the built-in camera 
“bloop” light and tone oscillator in the 
recorder is quick, simple, and as accu- 
rate as a cClapstick. However, due to 
some widespread misunderstandings, 
many editors negate the inherent accu- 
racy of this system by improperly inter- 
preting these start marks. The automatic 
slate (bloop light) and the conventional 
clapstick share the same basic principle: 
an event occurs that is simultaneously 
recorded on both the picture and sound 
track. In the case of the clapsticks, the 
event is the two sticks coming together 
and touching. This is visually recorded 
by the camera, and the “bang” is 
reproduced on the sound track. In the 
automatic slating system the event in- 
volves a relay inside the camera that 
changes position shortly after the cam- 
era is started. 


This relay controls three functions: 
power to the “‘bloop” lights in the 
camera, power to the ‘“‘beep’’ tone 
oscillator in the recorder (via pilotone 
cable), and the pilotone signal itself. 
The instant the camera is started, the 
relay is in position #1, the “‘bloop”’ 
lights are powered, the “‘beep’’ tone is 
powered, and the pilotone is off. After 
approximately % to % second, a timed 
circuit snaps the relay into position #2 
which extinguishes the “‘bloop’”’ lights 
and “‘beep’’ tone, and begins the pilo- 
tone signal. The relay snapping into 
position #2 is the event; it is visually 
recorded by the bulbs going out and the 
beep going off. This is most important. 
The start mark is thus the /ast fogged 
frame on the film and the point on the 
tape where the ‘‘beep’’ ends, because 
these points correspond to the bulb 
going out and the oscillator going off. 
The number of fogged frames is totally 
insignificant (it can be four or forty), it 
is the last fogged or partially-fogged 
frame that is the sync point. The % to % 
second time delay before the relay snaps 
into position #2 is designed to allow the 
camera to achieve proper running speed 
before slating occurs. Thus, this delay 
must be longer than the time necessary 
to run the motor up to speed. With 
most professional cameras, a delay of 
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four to six fogged frames is ideal. Less 
than four fogged frames is cutting it 
close, and under certain conditions slat- 
ing may occur before the motor has 
reached speed. More than seven or eight 
fogged frames will have no effect on 
slating accuracy; it is just wasteful. Most 
cameras have a simple adjustment for 
the number of fogged frames. 


It should be clear that attempting to 
syne on the first fogged frame and 
beginning of the beep is totally invalid 
and will definitely result in improper 
synchronization. Referring to FIGURE 
1 may help clarify this point. The tape 
recorder is always on, and at proper 
speed. Thus the length of the “‘beep’”’ 
tone on the full coat will be directly 
proportional to the original length of 
time that the “beep” oscillator was on. 
For example, if the time delay on the 
relay is one second, there will be 24 
“‘beeped”’ frames on the full coat; if the 
delay is % second, the “beep” will last 
12 frames on the full coat, etc. How- 
ever, this is not true of the camera film. 
When the camera is started, it is at a 
dead halt. Even though it eventually 
reaches 24 fps, it only averages approxi- 
mately 12 fps during run-up (averaging 
O at beginning of run-up and 24 fps at 
end of run-up). Thus if run-up takes 1 
second, only 12 frames will be fogged, 
or if run-up is % second only 6 frames 
will be fogged. Taking a run-up time of 
% second as a hypothesis, it should be 
clear that you will have 12 beep frames 
on the full coat and only 6 fogged 
frames on the film. Proper sync is, of 
course, the last fogged frame and the 
end of the beep because both camera 
and recorder are at speed. If the first 
fogged frame and the start of the beep 
were employed, sync would be off by 6 
frames in this example. 

Earlier | mentioned that the relay 
controls three functions; the bloop 
lamps, the tone oscillator and the pilo- 
tone. The system that is prevalent in the 
United States incorporates the former 
two functions, namely the bulbs going 
out and the beep ending. Another sys- 
tem, Known as the inaudible or Europe- 
an system, does not employ the beep 
tone at all. This system depends upon 
the third function of the relay: when 
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the lamps go out, the pilotone comes 
on. Thus sync is determined by the last 
fogged frame and the beginning of the 
pilotone. In practice, this inaudible 
mark is made audible during the resolv- 
ing or transfer to full coat. A special 
Continued on Page 830 


1000 HZ TONE 


Picture 


Sync Point is last flashed frame 
and end of “beep” tone (note 
that “beep” tone is longer than 
the flash frames). 


146 MM PROCESSING 
SERVICE IS A LOT 
OF CHARLES FLOYDS 


Dallas is a top-ranking film center, and towering high in the complex 


is Southwest Film Laboratory and SWFL customer service men like 
Charles Floyd who keep America’s 16 MM producers happy. This has 
heen a “happening” for producers using Southwest over the past 
20 years. A call to SWFL on your next film will prove our point on: 
helpfulness — efficiency — speed — accuracy — and above all... . 
quality. If you need such service in your 16 MM processing needs, 
SWFL will restore your faith, and fast. Call us now. Meanwhile, write 


for your copy of the latest price list. 


SOUTHWEST FILM LABORATORY, INC. 


3024 FORT WORTH AVENUE * A/C 214 331-8347 # DALLAS, TEXAS 75211 
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INSTANT EVERY THING 


(the next-best thing to instant success) 


Most moviemakers will agree that the 
difference between good footage and 
great footage goes beyond talent and 
luck — it’s the little things that often 
make the difference. Little things like 
extra mobility, to follow fast-moving 
action. Or a few extra dB of silence on 
the set. Little things . . . like the fleeting 
moment of news, captured because of 
a minute saved in set-up time. Or an 
unusual camera-mount that produces 
the ‘different’ point of view you need. 

Little things do mean a lot. And, for 
many of those important “‘little things,” 
cinema professionals turn to Cine 60... 


Instant Power 


Wherever you go, whatever the shoot- 
ing situation, Cine 60’s exclusive power 
belt gives you the power to run every 
professional camera on the market. 
Plus the all-important mobility to go 
where the ac- 
tion is. Avail- 
able in volt- 
ages from 6 
to 30V (and 
up to 7 am- 
pere-hours), it 
features recharge- 

able nickel-cadmium 
cells, sealed design and an auto- 
matic overload safety switch. With 
built-in charger and plug-in coiled 
power cable, it is one of the most wide- 
ly-used power sources available today. 


Instant Quiet 


Silence is golden, yet relatively inex- 
expensive with the Cine 60 battery- 
powered fiberglass Blimp for Arriflex 
35 cameras. Only 19 pounds, the 
Blimp permits shooting in even the 
most restricted spaces — with all 
standard lenses (even 18mm, 
without vignetting!). Inside, 
the camera is securely 
mounted, yet isolated acous- 
tically from its surround- 
ings. On the outside, a 
new, gear-driven mech- 
chanism permits smooth, 
accurate follow-focus via 
large, easy-to-use knob. All 
other controls and con- 
nections are convéniently 
placed on a rear 
control panel. 


Instant Camera Pod 


Our single universal 
shoulder pod (“unipod’’) 
is a lightweight shoulder 
mount that accepts all 
cameras. Easily remov- 
able between takes, it 
keeps the camera in the 
ideal shooting position 
while offering the ma- 


all 


neuverability of single-shoul- 

der construction. Used with the 
Uni-Eclair Mount (detailed later), this 
is the only practical pod for the Eclair 
NPR-16. (By the way, we also have an 
excellent double-shoulder pod as well.) 


Instant Camera Platform 


Wherever and 
whenever you 
need a stable 
camera plat- 
form, chances 
are our Vacu- 
Platform can provide 
it. This rugged suc- 
tion-actuated device 
can be positively 
fastened to any smooth surface (car- 
tops, floors, etc.) without marring. A 
flick of a lever on its extra-large suc- 
tion mounts does the job. Especially 
useful for low-angle work, it mates with 
standard tripod heads. 


Instant Camera Mount 


If you’ve ever 
watched a good shot 
pass you by while try- 
ing to thread a camera 
onto a tripod or shoulder pod, the Cine 
60 Snaplok is your answer. Combining 
rapid, fail-safe operation with the rug- 
gedness and precision alignment 
needed for day-in, day-out use, 
the Snaplok features 
light weight and high 
rigidity. One section 
mounts on the cam- 
era; the other on 
tripod or shoulder 
pod. A single 
pushbutton in- 
stantly separates 
the two. The base 
unit of the Snap- 
lok is compatible 

, with standard %4" 
and %” sockets. 


Instant NPR 


Our Uni-Eclair Mount 
is just what the name 
implies — a_ universal 
mount for the Eclair 
NPR camera. Rugged, 
yet surprisingly light, 
it may be left on the camera at all times, 
ready for hand-held operation or shoot- 
ing with a tripod or shoulder pod. And, 
it makes a handy camera rest between 
smoother, more 


takes. 
consistent zoom- 


ing with one of’ our electric zoom 
drives. Available in four sizes (for the 
9-95mm, 12-120mm, 12-240mm and 25- 
250mm), these units feature a precision 
gear assembly which mounts securely 
and directly to the lens barrels. The 
gear assembly, in turn, is_ rigidly 
coupled to a high-quality DC motor 
via a flexible shaft. The motor jis power- 
ed by a transistor-regulated nicad bat- 
tery pack featuring directional push- 
buttons and a smooth, variable speed 
control—all contained in a convenient, 
palm-sized case — with built-in re- 
charger. (We also make an instant- 
mounting, collapsible rubber lens hood 
for the Angenieux 25-250mm zoom.) 


Instant Zoom 


If you own one of 
the fine Angen- 
ieux zoomlenses, 
you can have 


Instant Rentals 


Cine 60 also enjoys an excellent repu- 
tation for its line of top-quality rental 
equipment. All thoroughly maintained 
and delivered on-time. We’d appreciate 
the opportunity to fill your rental needs. 


Instant Information 


Whatever your filming needs, all you 
need to know for “Instant Service’’ is 
one name and one number: 


INES 


Nn C O R POR AT CE D 


ee Center Building/630 Ninth Avenue 
New York, N.Y. 10036/Tel: (212) 586-8782 


*@ U.S. Patent #3274476 
© 4970, Cine 60, Incorporated 


SAIWOLVYEYOSV I Wild LOaddsdd 


NOW ;#s/IS 


ALEXANIDER FILM 
SERVICES 


Since we’re in a business where no one can be really PERFECT, we’re 
very happy to be known once again by the name that, for decades, has been 
synonymous with fine craftsmanship. 


We've changed. Yes, we’ve changed back, back to Alexander Film Services; 
to the name that stood for the highest tradition of quality film processing, 
post-production and distribution services. 


The integrity that marked the old Alexander Film continues into the new. 
Veterans in the business relied on Alexander. Our job, our commitment, is to 
a new generation in the business; to provide them with a service-source 

on which they will rely. Completely. 


OUR SERVICES: ‘ransSiins’seincatan'Batage’ am 1 MM. Por Production. Optica Exec 


Alexander Film Services 
3200 North Nevada Avenue, Colorado Springs, Colo. 80907 
Phone (303) 471-2150 


a Division of Cadence Industries Corporation 
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SONOREX 
INTERLOCK PROJECTOR 


The tremendous versatility of the interlock projector, 
which was demonstrated over the years by the 
Siemens 2000, was carried to the ultimate in the 
design of this highly refined machine. 

As a single system sound projector, the SONOREX 
is as fine a unit as you can get—and with its built-in 
16mm interlocked magnetic deck, it is ideal for 
double system synch previews, original recordings, 
sound transfers, and many other practical and creative 
sound film jobs. In all its functions, the SONOREX 
is outstanding for its mechanical, optical and audio 
quality. It is the time-saving, money saving answer 
to a wide variety of daily production problems. 


ound partnerships 
ee Arriflex users expect the 
= highest possible levels of reliability, 
performance and versatility from 


their equipment, and they get it. 


Now the Arriflex standard of excellence is brought to other areas of 
filmmaking, with the introduction of the new Arrivox-Tandberg Recorder 
and the Sonorex Interlock Projector. Both machines exemplify the 
Arriflex philosophy of superb quality precision engineered to handle 

a wider range of applications more efficiently. With the Arriflex name 
comes the security of knowing that factory trained technicians, on both 
coasts, will back up and maintain your equipment throughout 

its productive lifetime. 


P.O. Box 1050, Woodside, N.Y. 11377 /a\ (= }[2)) PLEX 


COMPANY OF AMERICA 


ARRIVOX-TANDBERG 
RECORDER 


Priced at only $1095, this professional recorder offers 

an ideal combination of capabilities and economy, 
thoughtfully designed for operational simplicity and speed. 
Two microphone inputs, with pre-amplifiers for dynamic 
microphones, switchable to built-in power supplies 

for condensor microphones, individual speech/music 
selector and limiter switches—automatic start mark 


oscillator and footage counter... It’s all here, coupled Awe 

with convenient straight line threading, a tough cast es _ 2» = 

magnesium frame, temperature compensated servo @ @ - 

drive system and solid state plug-in printed circuits for = 

endurance and easy maintenance. The Arrivox-Tandberg ' - 

has all the quality and features you will ever te) © 


need ... at considerably less cost. TANDBERG 
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get in the 
winner's 
circle 


de luxe 


de luxe general ©o 


NCORPORATEOD 


MOTION PICTURE LABORATORIES 
HOLLYWOOD (J CHICAGO () NEW YORK 
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‘and nobody wanted to hire me 


...and that was a big comedown 
...1 had made a couple of shorts, 
won a lot of prizes, and I 
thought, wow, I’ve got it made 
...but nobody wanted to take a 
chance...so I kept this film in 
my head for two years, and 
Dave and I hocked everything 
we had, bought a second-hand 
movie camera fora few hundred 
dollars and shot mostly on 
weekends...we were lucky, we 
had this cameraman who was 
fantastic...and we got a lot of 
help from Eastman...like 

any time we hada technical 
problem, we’d get in touch with 
Eastman and they were great... 
it made the difference between 
a sloppy low-budget film, anda 
quality low-budget film, and 
don’t think the audiences today 
don’t know the difference...but 
this second film is much harder, 
in away... mean if it isn’t 

good, they’ll all say my first film 
was a fluke...” 
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EASTMAN KODAK COMPANY 
Atlanta: 404/351-6510 Chicago: 312/654-5300 
Dallas: 214/351-3221 Hollywood: 213/464-6131 New 
York: 212/262-7100 San Francisco: 415/776-6055 
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Awards Banquet. At left is Bob Clarke of the King Family, who alternated with Todd in presenting awards. (CENTER) Lovely actress Diane Baker, 
turned film producer, accepts Special Jury Award (Gold Medal) for her production, “ASHIANA”, filmed in India. (RIGHT) “JOHNNY GOT HIS 


GUN” writer-director, Dalton Trumbo, accepts Golden Phoenix Award (Best of the Festival) and a congratulatory kiss from attractive hostess. He 


“From the city that gave you Gone 
With The Wind, Coca Cola and Sweet 
Georgia Brown”. 

So read the deliciously high-camp 
slogan of the Fourth Atlanta Interna- 
tional Film Festival. 

Although the city of Atlanta has, 
indeed, bestowed upon the world all 
that staggering /argesse, the Festival 
itself offered even more—namely, an 
eight-day screening of 128 of the best 
films of all types to be assembled 
anywhere, 50 World Premieres of pic- 
tures ranging the entire spectrum of film 
production, retrospective showings of 
classic American silent features, semin- 
ars with some of the top film techni- 
cians in the industry, exhibits and dem- 
onstrations of the latest in motion 
picture equipment, and a final stylishly 
conducted Awards Banquet during 
which honors were accorded the makers 
of films in 56 separate categories. 

Moreover, the entire affair was car- 
ried off without any of the pie-throwing 
buffoonery that has marred the San 


remarked: “Tonight, for the first time, | understand the true meaning of the term ‘Southern hospitality’. At left is film’s producer, Bruce Campbell. 


With an eight-day screening of 128 of the world’s best films, 
World Premieres of several major features and a generous helping 


of Southern hospitality, Atlanta’s Festival is better than ever 


Francisco Film Festival, the wheeling- 
dealing rat-race that has made a cheap 
farce of the Cannes Film Festival, the 
political chaos that has ripped the Ven- 
ice Film Festival to shreds or the pseu- 
do-artistic pretensions that have all but 
doomed the New York Film Festival. 

Many attending the event were heard 
to remark that this year the Atlanta 
Festival had “reached maturity,” had 
“come of age,”’ had “entered the big 
leagues.” 

What they were referring to might 
have been one (or a combination) of the 
following elements: 


1. Expanded to eight days (instead of 
the previous six) and with more than 
1200 films entered from 32 countries, 
the Atlanta Festival, in terms of entries, 
is indisputably the largest in the world. 

2. With its judging categories in- 
creased to 56 this year, in order to 
honor films covering the entire spec- 
trum of production, it is also the most 
comprehensive. 


(LEFT) Atlanta’s Royal Coach Hotel, official Festival headquarters, where visiting celebrities were accommodated, equipment seminars conducted 


3. This year, for the first time, major 
production organizations such as Co- 
lumbia Pictures, ABC and Allied Artists 
formally acknowledged the existence 
(and importance) of the Atlanta Film 
Festival by sending their top feature 
product to be premiered there. Colum- 
bia Pictures, for example, not only 
designated the Festival screening as the 
official World Premiere of ‘“FOOLS’ 
PARADE”, but sent along two of the 
picture’s stars (James Stewart and 
Strother Martin), its director (Andrew 
V. McLaglen) and its screenplay-writer 
(James Lee Barrett) to greet the crowds 
and hold informal seminars. The Festi- 
val was also favored by the American 
World Premiere of Dalton Trumbo’s 
powerful “JOHNNY GOT HIS GUN”, 
with writer-director Trumbo and pro- 
ducer Bruce Campbell in attendance. 

In addition, technical representatives 
of the world’s leading motion picture 
equipment designers and manufacturers 


were given display space for their latest 
Continued overleaf 


and the Awards Banquet held. (CENTER) Andrew V. McLaglen and James Lee Barrett, director and writer, respectively, of World Premiering 
“FOOLS’ PARADE”, enjoy a laugh during informal seminar with local film buffs and students. (RIGHT) Moshe Mizrahi, writer-director of the 


French feature 


“LES STANCES ’A SOPHIE”, conducts a discussion about his film. 
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products (at no cost to their companies) 
in the exhibit hall of the festival’s 
official headquarters, the Royal Coach 
Hotel, where they also conducted tech- 
nical seminars. The companies so repre- 
sented included Anton/Bauer, Arriflex, 
Behrends, Inc., Paillard-Bolex, Cinema 
Beaulieu, Berkey/ColorTran, Eastman 
Kodak, clair, Kem/Keller/Intercraft 
Editing Systems, Lowel-Light, Mole- 
Richardson, Nagra, Valentino/Major 
Records Music Library, WRS Laborator- 
ies and several others. 

Reporting directly from the Festival 
site in Atlanta, Variety’s urbane critic, 
Sam Luchese, wrote: “Film and televis- 
ion showmen... were obviously im- 
pressed by the showmanship of the 
Atlanta Film Festival, this attributed 
chiefly to its director-founder, J. Hunter 
Todd. Interfilm, Todd’s own industrial- 
advertising production company here, 
helps explain his professional flair. He’s 
a producer-director, sometime scripter, 
cameraman and a poised and experi- 


Interfilm’s Executive Vice President 
who, at Festival time, is superbly cast as 
head of Hospitality. A slightly wacky 
young Southern gentleman of the old 
school, he presided over the Hospitality 
Suite with gracious charm and made 
sure that no visiting V.I.P. left without 
some “‘traveling music” (a glass of joy- 
juice) to tide him over during the long 
dry haul back to his hotel room. Equal 
to any contingency, ‘’Reckless Rut’’, as 
he is affectionately known, can be said 
to have added an entirely new dimen- 
sion to the concept of hospitality. 

The Festival kicked off on Saturday 
afternoon, June 19, with an unusual 
train ride. Visiting celebrities and press 
were invited to board a chain of parlor 
cars drawn by an old-fashioned steam 
locomotive—a duplicate of that featured 
in the film ‘““FOOLS’ PARADE”. Jimmy 
Stewart and the other celebs were 
swamped by autograph-seeking fans at 
the depot but, once aboard, they were 
treated to a leisurely hour-long circle- 


packed to capacity. 

On his way up to the stage, having 
been introduced by Todd, Jimmy Stew- 
art was given a spontaneous standing 
ovation by the predominantly youthful 
audience. He expressed his appreciation 
in his typically understated way and was 
followed by Director McLaglen, screen- 
writer Barrett and Strother Martin—all 
of them obviously impressed by the 
warmth of the reception. ‘“FOOLS’ 
PARADE”, a well-made suspense-adven- 
ture drama featuring an off-beat charac- 
terization by Stewart, was well received 
by the crowd. 

During Festival week there were sev- 
eral informal seminars at which the 
public was invited to meet the film-mak- 
ers and talk informally with them about 
their work. The first of these followed 
an afternoon retrospective screening of 
“SHENANDOAH”, a 1965 Civil War 
drama which Barrett had written, Mc- 
Laglen had directed and Stewart and 
Martin had acted in. Barrett and McLag- 


(LEFT) Main table at the Awards Banquet was lined with celebrities who came from all of America to attend. (CENTER) The Serendipity Singers 
entertained at banquet, courtesy of the Atlanta Playboy Club, where they were appearing. (RIGHT) Beautiful Symphony Hall of Atlanta’s imposing 
Memorial Arts Center was “packed to the rafters” for World Premiere of ““FOOLS’ PARADE” and twice more for screenings of ““JOHNNY GOT HIS 
GUN”, including a midnight “command performance” requested by Georgia Governor Jimmy Carter. 


enced emcee, thanks to his background 
as a narrator.” 

The dynamic Todd is assuredly all of 
these things (plus one of the most 
pleasant human beings around) and 
credit for the Atlanta Festival’s bang-up 
success must go primarily to him and his 
crew of youthful, totally dedicated as- 
sistants. Prominent among these is the 
Festival’s stunning Director of Opera- 
tions, Rikki Knipple, who is far too 
attractive to be as efficient as she is. Of 
Rikki, Todd says, ‘She runs a very tight 
ship.” 

Director of Public Relations Marilyn 
Frailey managed to make each visiting 
press member feel like he was the only 
journalist in the place and was immense- 
ly helpful in setting up interviews with 
the film-makers present. 

Then there was Rutledge Carpenter, 


tour of the metropolitan area. Though 
there are those who might dismiss this 
junket as a slightly corny publicity 
stunt, it did serve as an amazingly 
effective ice-breaker to acquaint the 
visitors with their hosts and each other, 
and it afforded them a very nice glimpse 
of Atlanta’s beautiful residential areas. 

As for the sizable and slightly jaded 
Columbia Pictures contingent from Hol- 
lywood—they came, they saw and were 
conquered by the disarmingly sincere 
warmth and friendliness of the Atlan- 
tans. 

The Festival was officially opened at 
nine o'clock that night with the World 
Premiere screening of ‘“FOOLS’ PA- 
RADE”, held (as were all of the other 
screenings) in the beautiful Symphony 
Hall of Atlanta’s imposing Memorial 
Arts Center. The 1800-seat hall was 
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len met with a group of young film 
buffs for a most interesting exchange of 
ideas. 

Other seminars were held with Moshe 
Mizrahi, writer-director of ‘LES 
STANCES A’ SOPHIE” and Peter Wat- 
kins, writer-director of ‘““PUNISHMENT 
PARK”. Technical seminars, having to 
do with applications of equipment, were 
conducted by Robert Buescher (Nagra 
Magnetic Recorders), Anton Wilson 
(Anton/Bauer), Volker Bahnemann 
(Arriflex Company of America), Fred 
Onderka (Bolex) and Eric Falkenberg 
(Eclair). 

As for the 128 films presented during 
the eight days of public screenings, it 
can be said that a true film buff could 
have gotten absolutely high on the 
provocative images that paraded across 
the screen. A few attendees were heard 


to observe that the overall quality of the 
shorter films was just a shade below that 
of last year’s crop, but this is largely a 
matter of personal taste and may also be 
due to the fact that this year’s short 
films placed greater emphasis on con- 
tent and less on dazzling technique. 

In the feature category, heretofore 
the weakest link in the Festival, there 
was general agreement that the pictures 
shown this year far exceeded (both in 
technique and content) those screened 
at Atlanta during past years. 

Each year there seems to be one 
short film that captures the imagination 
of the audience and becomes a conversa- 
tion piece early on. Last year it was 
Summit Films’ rollicking paean to dune- 
buggying, “‘CATCH THE JOY”. This 
year the film that almost literally took 
everyone’s breath away was Carl Boen- 
ish’s incredible cinematic love affair 
with sky-diving, “MASTERS OF THE 
DY; 

There were so many fine films 
screened in Atlanta this year that it is 
patently unfair to single out just a 
sampling for comment, but a certain 
few were so superlatively good that it 
would be equally unfair not to acknowl- 
edge them. 

One of these is the 51-minute educa- 
tional documentary, ‘“THE ESKIMO: 
FIGHT FOR LIFE”, produced by Edu- 
cation Development Center, directed 
and photographed by Robert Young. A 
film in the Flaherty tradition, but with 
sound and color to boot, it details the 
severe existence of the Netsilik Eskimos 
at a seal hunting camp out on the frozen 
Arctic Sea near Pelly Bay in Northern 
Canada. It is fully sync-sound, with the 
participants speaking their native lan- 
guage and an occasional superimposure 
of off-screen narration in English to 
explain what is going on. The film 
represents an extraordinary technical 
achievement. With more than half of the 
action filmed inside the cramped con- 
fines of igloos, one wonders how it was 
possible to light the ‘‘sets’’ and get such 
a variety of camera angles. One marvels 
at the excellence of the photography 
and the clarity of the sound track 
(obviously original) achieved under such 
next-to-impossible conditions. But the 
real miracle has to do with the behavior 
of the subjects—so completely natural 
and unselfconscious that it could only 
have been recorded in some magic way, 
without a camera having been present at 
all. 

Of the several excellent films on 
ecology screened during the Festival, 
the most impressive is the Robert K. 
Sharpe production of ‘““-BEFORE THE 
MOUNTAIN WAS MOVED”. It is a 


(LEFT) Dalton Trumbo accepts Golden Dove Peace Award for “JOHNNY GOT HIS GUN”. 
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(CENTER) James Stewart, star of ““FOOLS’ PARADE”, was accorded standing ovation by 
predominantly young audience at film’s World Premiere screening. (RIGHT) Claude Jarman, 
Director of the San Francisco Film Festival, was honored guest at banquet, as was Esmé Dick, 


Director of the American Film Festival. 


meticulous restaging of actual events 
that occurred in a mountain community 
ravaged by strip mining. The story is 
recreated as it happened and was filmed 
using the actual people reliving their 
roles. All filming was done in West 
Virginia in the areas where the events 
occurred. Technically top-notch, the 
film carries the ring of truth and the 
feeling that everything in it is really 
happening for the first time. 

“D.W. GRIFFITH: AN AMERICAN 
GENIUS”, a 60-minute historical docu- 
mentary produced by WAVE-TV, pro- 
vides a fascinating portrait of the pio- 
neer director credited with having devel- 
oped the grammar of film. Despite a 
painfully inept narration by L/FE mo- 
tion picture critic Richard Schickel (bet- 
ter they should have gotten a real pro to 
do the job!), the film digs deeply 
beneath the surface of events to explore 
the character of the man and to explain 
how (and why) he emerged out of 
nowhere to become master of America’s 
only original art form and the most 
potent medium of communication the 
world has ever known. 


A completely different, but equally 
effective approach to the analysis of 
cinematic genius is utilized in “DAVID 
LEAN: A SELF PORTRAIT”. A 55- 
minute television documentary pro- 
duced and directed by Thomas Craven 
for NET, the film employs a very 
straightforward technique, tracing the 
great British director’s career from ‘’IN 
WHICH WE SERVE” through to “RY- 
AN’S DAUGHTER”, including clips 
from each of his major motion pictures. 
What makes the film so special is Lean 
himself. Shown in a cutting room and 
speaking directly into camera, he pro- 
vides the on-screen commentary that 
links the film clips. Though he avoids all 
references to his personal life and hews 
strictly to career data, a well-rounded 
portrait of the man himself gradually 
takes form. His remarks are obviously 
ad-libbed and he speaks with disarming 
candor, readily admitting that ‘‘making 
films is my entire life.’’ The end result is 
that he comes through as the very warm 
and human person that he truly is, 
instead of as the cold film-making ma- 
Continued on Page 810 


(LEFT) Jimmy Stewart signs autograph for doting fan, prior to kick-off train ride around 
Atlanta. (RIGHT) Strother Martin, in behalf of Columbia Pictures, accepts Silver Phoenix (Best 


Feature) Award for ‘““FOOLS’ PARADE”. 
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THE GOLDEN PHOENIX 
Grand Award, Best of Festival 


THE GOLDEN DOVE 
Best film contributing to, 
or dealing with, World Peace 


“JOHNNY GOT HIS GUN”, written 
and directed by Dalton Trumbo, won 
the Atlanta Film Festival’s highest acco- 
lade by being awarded the Golden Phoe- 
nix (Grand Award, Best of Festival) 
after its American World Premiere 
screening at the Festival. It was also 
voted the Golden Dove Award (Best 
film contributing to or dealing with 
World Peace). 

The film concerns a young man who 
goes to war in World War | and, through 
a freak accident at the front, is rendered 


limbless, deaf, dumb and blind. His 
brain, however, is undamaged and his 
mind remains as active as ever. The 
story becomes that of his struggle to 
communicate. 

The action takes place on three 
levels: his existence in the hospital room 
after the catastrophe, his memories of 
his past life, and his fantasies of what 
life could have been ... and should be. 

Written in 1938, “JOHNNY GOT 
HIS GUN” was published a year later— 
just three weeks before the outbreak of 
World War I. That same year it won the 
National Book Award. 

The motion. picture script for 
“JOHNNY” was written nine years ago. 
In 1966, Bruce Campbell, now Trum- 
bo’s son-in-law, approached him with an 
offer and they formed an association to 
produce the picture. They put out of 
pocket a total of $100,000 and received 
$750,000 more from their investors. 
With deferments, the budget came to 
just over $1,000,000. 

For more than 30 years one of 
Hollywood’s top scenarists, Dalton 
Trumbo, at the age of 56, makes his 
debut as “the oldest new director in the 
history of film-making.” 

Screened for juries at the recent 
Cannes Film Festival, ‘“SOHNNY GOT 
HIS GUN” became the first film in the 
Festival’s 25-year history to win three 
awards. It won the “Jury Prize’, the 
“International Critics Prize’ (a unani- 
mous vote by the 17 critics), and the 
“Protestant Prize’, awarded by the 
World Council of Churches. Screened at 
Nice University afterward, the film re- 
ceived a 15-minute standing ovation. 


THE PRODUCTION 
By BRUCE CAMPBELL 


Producer 


“JOHNNY GOT HIS GUN” was 
filmed on a 42-day schedule in Los 
Angeles, beginning in July, and was 
made with an all-IATSE crew. The 
Director of Photography was Jules Bren- 
ner and this was his second feature 
assignment. 

We used the Producers Studio in 


(LEFT) Hospital sequences, photographed in color, but printed in black and white, were filmed at Producers Studio in Hollywood. (CENTER) 


“JOHNNY GOT HIS GUN” 


SCREENPLAY BY: Dalton Trumbo 

DIRECTED BY: Dalton Trumbo 

PRODUCED BY: Bruce Campbell 

DIRECTOR OF PHOTOGRAPHY: 
Jules Brenner 

PRODUCTION DESIGNER: Harold 
Michelson 

COSTUME DESIGN: Theadora Van 
Runkle 

SUPERVISING FILM EDITOR: 
William Dornisch 

EDITOR: Millie Moore 

RUNNING TIME: 95 mins. 


CAST: 

Joe Bonham TIMOTHY BOTTOMS 
Kareen Burkeman .. CATHY FIELDS 
Joe’s Mother ...... MARSHA HUNT 
Joe’s Father..... JASON ROBARDS 
Christ DONALD SUTHERLAND 


Young Nurse ........ DIANE VARSI 


Cd 


PHOTOGRAPHS BY MELISSA CHAPMAN 


Debuting as Director, after more than 30 
years as a top Hollywood scenarist, Dalton 
Trumbo, at 56, describes himself as “the 
oldest new director in film-making history.” 


Shooting of sequence on a small private lake near Lake Tahoe was done with boy actor, cameraman, camera and reflector all in the same boat. 
(RIGHT) Except for three sequences, the entire film was made in 23 locations in and around Los Angeles, with crew often shooting in extremely 


close quarters. Despite these limitations, film has a uniformly high-style look of smooth professionalism. 


(LEFT) Some of the fantasy scenes were photographed in high-key against an all-white background. (CENTER) A different kind of “limbo” was 
achieved by shooting against the blazing white of El Mirage Dry Lake. (RIGHT) In a desperate fantasy sequence, the picture’s teenage protagonist, 
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rendered limbless, sightless, deaf and mute in World War | action, visualizes himself making his own way in the world as a carnival freak. 


Hollywood to shoot the hospital room 
scenes and two other sequences. Every- 
thing else was filmed on 23 locations in 
and around Los Angeles. We shot the 
battlefield sequence in Chatsworth on a 
proposed P.G. & E. damsite. The death 
scene of the father (played by Jason 
Robards) was filmed in the same house 
where Dalton’s father died. Both the 
book and the screenplay are largely 
autobiographical. Dalton worked in a 
bakery for eight years, just as the boy in 
the film does. He got a call one day 
telling him that his father had just died, 
and he went home. That house still 
exists on 55th Street in Los Angeles. 
Dalton walked up that path, walked up 
those stairs and walked into that room. 
We shot the sequence in the very bed- 
room where his father died some 40 
years ago. 

The bakery sequences were filmed in 
an abandoned Tootsie Roll factory in 
Culver City. El Mirage Dry Lake was 
used as a location site for the carnival 
sequence. A small private lake near Lake 
Tahoe was the location chosen for the 
mountain lake sequence and other 
scenes. 

We tested more than 100 actors for 
the lead role, but finally elected to give 
the part to Timothy Bottoms, an 18- 
year-old boy who had just graduated 
from high school in Santa Barbara and 
had never acted professionally. 

Dalton had never directed a picture 
before, although he’s been on sets most 
of his life. John Frankenheimer had him 
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(LEFT) Panavision Silent Reflex camera, mounted on Chapman crane, soars above white 
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cyclorama for shooting of limbo sequence. (RIGHT) Using Elemack dolly and three ‘‘apple 
boxes” to support Panavision camera, Director of Photography Jules Brenner prepares to shoot 


location sequence inside a small shed. 


on the set every day during the filming 
of “THE FIXER” in Budapest. But it’s 
one thing to observe and another to do 
VE: 

All of the people working on the 
picture held a very reverent attitude 
toward the subject matter and were very 
dedicated. This is something you very 
rarely encounter. 


(LEFT) Another kind of fantasy sequence was shot night-for-night in outdoor garden set designed by Production Designer Harold Michelson. The 


The below-the-line elements of pro- 
duction were facilitated by Interna- 
tional Producers Service. They helped us 
put the crew together, find the locations 
and handle the thousand and one details 
having to do with arranging for props, 
costumes, transportation, etc. 

We had to jump into production 
Continued on Page 814 


velvet-black night served as a kind of limbo, with accents of green and blue light. (CENTER) With the camera on Chapman boom and shielded by 
plastic sheet, rain machines are used to create night storm sequence. (RIGHT) Donald Sutherland, playing symbolic Christ figure, rides in the cab of 


a locomotive. His tight schedule, with only two days free between other assignments, forced early start of production. 
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We service what we sell... 


and we 
really | 
mean it! 


When you buy a new professional 
motion picture camera* from us, WE 
guarantee it to you for one full year. You 
get not only the manufacturer’s 
guarantee, but our own—right here 

in the Midwest—where you are and 
when you need it. 


If your Victor Duncan camera should 
malfunction within its guarantee period, 
we will repair it in our own factory 
authorized shops within 48 hours or 
we'll provide you with a loaner camera 
until yours is ready .. . absolutely free! 


Two guarantees are better than one. 
Two checks are better than one. 


ea 


“THE CHECK AND DOUBLE CHECK PEOPLE” 


VICTOR DUNCAN, INC. 


11043 GRATIOT DETROIT, MICH. 48213 (313) 371-4920 
155 EAST OHIO = CHICAGO, ILL. 60611 (312) 321-9406 
2659 FONDREN DALLAS, TEXAS 75206 (214) 369-1165 


*an Arriflex, Auricon Conversion, 
Eclair or other camera in our 
professional line. 
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Compatibility. 


To the kids at the Monster Matinee, the big guy with the electrodes in his neck had 
rather peculiar tastes in women. She may have been a little frizzy at the edges, but 
they were made for each other. Now that was COMPATIBILITY. 

It’s a kick still, to see the loving couple on the Late Show (the kids have grown 
up, you see), but to the professional film processor of today, COMPATIBILITY has 
a far more important meaning. It means using 3M Motion Picture Film with standard 
printing and processing equipment and chemistry for convenience, consistency and 
quality in reproducing the best possible release prints from first or second generation 
negatives. 

COMPATIBILITY in 3M’s Color Positive TYPE 650 and TYPE 150 Black and 
White Release Print Film means... they work! And they work extremely well in 
whatever chemistry and equipment you're presently using to give you quality repro- 
duction in release prints time after time. 

For a COMPATIBLE demonstration of 3M Release Print Films, TYPE 650 or 
TYPE 150, call or write Professional Motion Picture Products, Dept. M.K., 3M Com- 
pany, 3M Center, St. Paul, Minnesota 55101 — Telephone (612) 733-0020. 


Photographic Products Division 3M 


AWARDS OF THE FOURTH ANNUAL ATLANTA INTERNATIONAL FILM FESTIVAL 


Golden Phoenix 

Best of Festival 

“JOHNNY GOT HIS GUN” 
Robert Rich Productions 

Dalton Trumbo, Writer & Director 
Bruce Campbell, Producer 


Silver Phoenix 

Best Feature Film 
“FOOLS’ PARADE” 
Columbia Pictures 


Silver Phoenix 

Best Documentary 
“MASTERS OF THE SKY” 
Photo-chuting, Incorporated 


Silver Phoenix 

Best Short Subject 
“REPLAY” 
Concepts, Unlimited 


Silver Phoenix 

Best Experimental Film 
“BIRTH OF APHRODITE” 
Leland Auslender Productions 


Silver Phoenix 

Best TV Commercial 
“LOVE” 

MPO Productions 


Golden Dove 

Best Film Contributing to World Peace 
“JOHNNY GOT HIS GUN” 

Robert Rich Productions 

Dalton Trumbo, Writer & Director 
Bruce Campbell, Producer 


lonosphere Award 

Best Film Dealing with Flight 
“HOOK DOWN, WHEELS DOWN” 
Dept. of the Navy, Chinfo Film Unit 


Tara Award 

Best Southern Production 
“THE WINDSPLITTER” 
Pop Films 


Forward Atlanta Award 
Best Atlanta Production 
“DIMENSIONS IN BLACK” 
WOXI-TV 


Gold Medal 

Best Animated Film 

“THE POINT” 

Murakami Wolf Productions, Inc. 
Los Angeles, California 


Gold Medal 

Best Documentary Feature 

“A MATTER OF FAT” 
National Film Board of Canada 
Montreal, Quebec, Canada 


Gold Medal 

Best Foreign Film 
“MARKETTA LAZAROVA"” 
Medion of San Francisco 

San Francisco, California 


Gold Medal 

Best Screenplay 

“LES STANCES A SOPHIE” 
Moshe Mizrahi 

Paris, France 


Gold Medal 

Best Musical Score 
“SHORT WAY ‘'ROUND” 
Mascott Productions 

Los Angeles, California 


Gold Medal 

Best Editing 

“AMERICAN FREAK 
ILLUMINATION” 

Pop Films 

Houston, Texas 


Gold Medal 

Best Director 
“PUNISHMENT PARK” 
Francoise Films 

Peter Watkins 
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Gold Medal 

Special Jury Award 
“FIRST CLASS” 
Chester Fox & Co., Inc. 
New York, New York 


Gold Medal 

Special Jury Award 
“SPEND IT ALL” 
Grove Press 

New York, New York 


Gold Medal 

Special Jury Award 

“HARMONY OF NATURE AND 
MAN” 

King Screen Productions 

Seattle, Washington 

Roger Tierney Associates, Inc. 

Los Angeles, California 


Gold Medal 

Special Jury Award 
“FREDERICK” 

Leo Lionni & Giulio Gianini 
Connecticut Films, Inc. 
Westport, Connecticut 


Gold Medal 

Special Jury Award 

“OF MEN AND DEMONS” 
IBM Corporation 

New York, New York 


Gold Medal 

Special Jury Award 
“ENVIRONMENT” 
Goldeneye, Inc. 

New York, New York 


Gold Medal 

Special Jury Award 

“BEFORE THE MOUNTAIN WAS 
MOVED” 

Robert K. Sharpe Productions, Inc. 

Ardsley, New York 


Gold Medal 

Special Jury Award 

“SOLEDAD” 

KCET-TV 

Community Television of Southern 
California 

Los Angeles, California 


Gold Medal 

Special Jury Award 
“OUT OF SIGHT” 
Goldsholl Associates 
Northfield, Illinois 


Gold Medal 

Special Jury Award 

“THE HAUNTED HOUSE” 
Moreland-Latchford, Ltd. 
Toronto, Ontario, Canada 


Gold Medal 

Special Jury Award 
“ASHIANA” 

Diane Baker Productions 
Los Angeles, California 


Gold Medal 

Special Jury Award 

“POZZATTI” 

Indiana University Radio and Television 
Service—Special Projects/WTIU 

Bloomington, Indiana 


Gold Medal 

Special Jury Award 

“THEY'VE KILLED PRESIDENT 
LINCOLN!” 

Wolper Productions, Inc. 

Los Angeles, California 


Gold Medal 

Special Jury Award 
“THE QUARRY” 
Arzt Productions, Inc. 
New York, New York 


Gold Medal 

Special Jury Award 

“THE SHOOTING GALLERY” 
SIM Productions, Inc. 

Weston, Connecticut 


Gold Medal 

Special Jury Award 

“NETWORK” 

American Telephone & Telegraph Co. 
New York, New York 


Gold Medal 

Special Jury Award 
“MISSION:BABORIGAME”’ 
WFAA-TV 

Dallas, Texas 


Gold Medal 

Special Jury Award 

“SAD SONG OF YELLOW SKIN” 
National Film Board of Canada 
Montreal, Quebec, Canada 


Gold Medal 

Special Jury Award 

“THE VOICE OF LA RAZA” 
William Greaves Productions, Inc. 
New York, New York 


Gold Medal 

Special Jury Award 

“DAVID LEAN: A SELF PORTRAIT” 
Thomas Craven 

Pyramid Films 

Santa Monica, California 


Gold Medal 

Special Jury Award 
“FARALLON LIGHT” 
Charles E. Peterson 

San Francisco, California 


Gold Medal 

Best Student Film 

“THE KEYMAKER” 

University of Southern California 
Los Angeles, California 


Silver Medal 

Student Film 
“DEVIL'S BARGAIN” 
American Film Institute 
Beverly Hills, California 


Bronze Medal 

Student Film 
“DEJA-VU" 

Jan N. Freis 

Santa Monica, California 


Gold Medal 

Short Subject—Live Action 
“THE SWAN SONG” 
Cinerep Productions, Inc. 
Houston, Texas 


Gold Medal 

Short Subject—Animation 

“THE FURTHER ADVENTURES OF 
UNCLE SAM” 

Mitchell & Case Productions/Haboush 
Co. 

Hollywood, California 


Gold Medal 

Short Subject—Mixed Media 
“REPLAY” 

Concepts Unlimited 

New York, New York 


Gold Medal 

Lead-Ins & Trailers—Live Action 
“THE ANGEL LEVINE” 

Elinor Bunin Productions, Inc. 
New York, New York 


Gold Medal 

Lead-Ins & Trailers—Animation 

“THE GREAT AMERICAN DREAM 
MACHINE” 

Elinor Bunin Productions, Inc. 

New York, New York 
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Gold Medal 

Children’s Films 

“A KITE STORY” 
Churchill Films 

Los Angeles, California 


Gold Medal 

Corporate Image 

“OLYMPIA” 

Robert Charlton & Wes Taft 
Productions 

Berkeley, California 


Gold Medal 

Earth Sciences 

“ECOLOGY: CHECKS AND 
BALANCES” 

The Peterson Company 

Pyramid Films 

Santa Monica, California 


Gold Medal 

Ecology & Conservation 
“ALL THE DIFFERENCE” 
Eastman Kodak Company 
Rochester, New York 


Gold Medal 

Educational 

“THE WEIRD NUMBER” 
Xerox Films 

Ann Arbor, Michigan 


Gold Medal 

Fashion 

“HERE COME THE 70'S: FASHION” 
CTV Television Network Ltd. 
Toronto, Ontario, Canada 


Gold Medal 

Flight 

“ICARUS MONTGOLFIER WRIGHT” 
Format Films 

Pyramid Films 

Santa Monica, California 


Gold Medal 

Fund Raising 

“IMAGES” 

Monroe-Williams Productions 
Miami, Florida 


Gold Medal 

Graphic & Cultural 

“THE BIRCH CANOE BUILDER” 
Southern Illinois University 
Carbondale, Illinois 


Gold Medal 

History : 

“GUADALCANAL: ISLAND OF 
DEATH” 

WKYC-TV 

Cleveland, Ohio 


Gold Medal 

Industry & Business 

“LIGHT, STRONG AND 
BEAUTIFUL” 

Kaiser Aluminum & Chemical Corp. 

Oakland, California 


Gold Medal 

In House 

“BUYING DAY” 

J. Walter Thompson Co. 
Chicago, Illinois 


Gold Medal 

Medical & Health 

“DRUGS ATO 2” 

Prime TV Films, Inc./WCBS-TV 
New York, New York 


Gold Medal 

Music & Dance 

“THE DANCING PROPHET” 
Edmund Penny 

Pyramid Films 

Santa Monica, California 


Gold Medal 

Peace 

“IS IT ALWAYS RIGHT TO BE 
RIGHT?” 

Stephen Bosustow Productions 

Los Angeles, California 


Gold Medal 

Political 
“SYMINGTON” 
Confluence Films, Inc. 
St. Louis, Missouri 


Gold Medal 

Public Relations 
“ABC” 

Goldsholl Associates 
Northfield, Illinois 


Gold Medal 

Public Service 

“BLOOD IS LIFE—PASS IT ON” 
Fire Escape Ltd. 

Chicago, Illinois 


Gold Medal 

Recruitment 

“TO TAKE A HAND” 

The University of Texas at Houston 

M.D. Anderson Hospital and Tumor 
Institute 

Houston, Texas 


Gold Medal 

Religion & Ethics 
“HIS LAND” 

World Wide Pictures 
Minneapolis, Minnesota 


Gold Medal 

Safety 

“AWAY WE GO” 

American Telephone & Telegraph Co. 
New York, New York 


Gold Medal 

Sales 

“THE ALMOST PERFECT WEED 
KILLER CAPER” 

Liotta & Milan, Inc. 

New York, New York 


Gold Medal 

Scientific, Research 
“ENERGY” 

Pyramid Films 

Santa Monica, California 


Gold Medal 

Social Welfare 

“THE HUMAN JOURNEY—THE 
EARLY YEARS” 

CTV Television Network, Ltd. 

Toronto, Ontario, Canada 


Gold Medal 

Sports 

“MASTERS OF THE SKY” 
Photo-chuting Enterprises 
Hawthorne, California 


Gold Medal 

Television 

“THE ESKIMO: FIGHT FOR LIFE” 
Education Development Center 
Newton, Massachusetts 


Gold Medal 

Training 

“SHOOT—DON'T SHOOT” 
Motorola Systems, Inc. 
Chicago, Illinois 


Gold Medal 
Travelogue 

U:S:AS 

Vision Associates, Inc. 
New York, New York 


Gold Medal 

Underwater 

“NONE TO SPARE” 
The Film Works! 

San Francisco, California 


Gold Medal 

TV Commercial 30 Sec.—Live Action 
“FRANKLY” 

The Moving & Talking Picture Co. 
Philadelphia, Pennsylvania 


Gold Medal 

TV Commercial 30 Sec.—Animation 
“PINBALL” 

Earle Ludgin & Company 

Chicago, Illinois 


Gold Medal 

TV Commercial 30 Sec.—Public Service 
“HELP ME” 

American Medical Association 

Chicago, Illinois 


Gold Medal 

TV Commercial 30 Sec.—Mixed Media 
“THAT'S THE WAY WE FIGURE IT!” 
The Moving & Talking Picture Co. 
Philadelphia, Pennsylvania 


Gold Medal 

TV Commercial 30 Sec.—Series 
“BIRDS” CAMPAIGN 
Handley & Miller, Inc. 
Indianapolis, Indiana 


Gold Medal 

TV Commercial 30 Sec.—Political 
“HAPPY HOPPER” 

Medion, Inc. 

San Francisco, California 


Gold Medal 

TV Commercial 60 Sec.—Live Action 
“THE VIRGIN CARIBBEAN” 
Wilding T.V. 

Chicago, Illinois 


Gold Medal 

TV Commercial 60 Sec.—Animation 
“LEVIS EVOLUTION” 

Snazelle Films, Inc. 

San Francisco, California 


Gold Medal 

TV Commercial 60 Sec.—Public Service 
“MAESTRO WALTER SUSSKIND” 
Confluence Films, Inc. 

St. Louis, Missouri 


Gold Medal 

TV Commercial 60 Sec.—Series 

“JOE COLLEGE/INSTALLER/ 
OPERATOR” 

Wilson, Haight & Welch Advertising 

Hartford, Connecticut 


Gold Medal 

TV Commercial 60 Sec.—Political 
“COLLAGE” 

Medion, Inc. 

San Francisco, California 


Gold Medal 

TV Commercial 60 Sec.—International 
“CLOSE UP” 

Audio Kine Africa Studios (PTY) Ltd. 
Capetown, South Africa 


Gold Medal 

TV Commercial—Less Than 30 Sec. 
“UNITED DOLLAR STORES” 
WWL-TV 

New Orleans, Louisiana 


Gold Medal 

TV Commercial—Longer Than 60 Sec. 

“COMMONWEALTH EDISON XMAS 
OPENER” 

Goldsholl Associates 

Northfield, Illinois 


Gold Medal 

TV Commercial—Regional 
“HIGHWAYS” 

Shelton Productions, Inc. 
Atlanta, Georgia 


Gold Medal 
Experimental—Animation 
“WORKSHOP ‘70” 

Computer Animation Industries, Inc. 
Sewanee, Tennessee 


Gold Medal 
Experimental—Mixed Media 
“THE BIRTH OF APHRODITE” 
Leland Auslender 

Los Angeles, California 
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Gold Medal 
Experimental 

“THE INSOMNIAC” 
Auriga Films Ltd. 
Surrey, England 


Gold Medal 

Lead-Ins—Mixed Media 
“PEACE BROTHER PEACE” 
WTOL-TV 

Toledo, Ohio 


Silver Medal 

Short Subject—Live Action 
“THE STRONGER” 
Doubleday Multimedia 
Santa Ana, California 


Silver Medal 

Short Subject—Animation 
“MY SON THE KING” 
Bob Kurtz Productions 
Woodland Hills, California 


Silver Medal 

Short Subject—Mixed Media 
“ONE DAY IN COLOR” 
Warren Johnson 

New York, New York 


Silver Medal 

Lead-Ins & Trailers—Animation 
“THE ADVENTURERS” 

Papp Film Services, Inc. 

New York, New York 


Silver Medal 

Children’s Films 

“NIGHT PEOPLE'S DAY” 
Filmfair Communications 
Trend Films 

Los Angeles, California 


Silver Medal 

Earth Sciences 

“HEARTBEAT OF A VOLCANO” 
EBEC 

Chicago, Illinois 


Silver Medal 

Ecology & Conservation 

“FROM THE FACE OF THE EARTH” 
King Screen Productions 

Seattle, Washington 


Silver Medal 

Educational 

“DW. GRIFFITH: AN AMERICAN 
GENIUS” 

WAVE-TV 

Louisville, Kentucky 


Silver Medal 

Fashion 

“THE FASHION MAKERS” 
Swanson Productions, Inc. 
Milwaukee, Wisconsin 


Silver Medal 

Flight 

“THOSE MAGNIFICENT UNITED 
MEN AND THEIR FLYING 
MACHINE” 

United Air Lines 

Modern Talking Picture Service, Inc. 

Chicago, Illinois 


Silver Medal 

Fund Raising 

“PINE TREE CAMP” 
Envision Corporation 
Boston, Massachusetts 


Silver Medal 

Graphic & Cultural 

“IMOGEN CUNNINGHAM, 
PHOTOGRAPHER” 

American Film Institute 

Beverly Hills, California 


Silver Medal 

History 

“VALLEY FORGE: NO FOOD, NO 
SOLDIER” 

Gittelman Film Associates, Inc. 

New York, New York 


Silver Medal 

Industry & Business 
“CONTAINERIZATION” 
Canadian National Railways 
Montreal, Quebec 


Silver Medal 

In House 

“THE AIR FORCE NOW” 
Aerospace Audio-Visual Service 
Norton AFB, California 


Silver Medal 

Medical & Health 

“THEY NEED NOT DIE” 
WRC-TV 

Washington, D.C. 


Silver Medal 

Music & Dance 
“DIFFERENT STROKES” 
Stephen F. Verona Films, Inc. 
New York, New York 


Silver Medal 

Peace 

“HIROSHIMA-NAGASAKI, AUGUST, 
1945” 

Center for Mass Communication 

New York, New York 


Silver Medal 

Political 

“THE MAN IN THE MIDDLE” 
WNBC-TV 

New York, New York 


Silver Medal 

Public Relations 

“THE GREAT SKI CHASE” 
Summit Films, Inc. 

Denver, Colorado 


Silver Medal 

Public Service 

“URBAN COALITION, MAKING 
LOVE” 

MPO Productions, Inc. 

New York, New York 


Silver Medal 

Recruitment 

“CAREERS: COMMUNICATIONS” 
Doubleday Multimedia 

Santa Ana, California 


Silver Medal 

Religion & Ethics 

“| AM ALSO A YOU” 
Bruce Kerner 

Santa Monica, California 


Silver Medal 

Safety 

“IN A FIRE...SECONDS COUNT” 
Film Communicators 

North Hollywood, California 


Silver Medal 

Sales 

“HONDA HAS THE LINEUP” 
Grey Advertising, Inc. 

Los Angeles, California 


Silver Medal 

Scientific, Research 

“OLOGIES AND ISMS” 

Nova Scotia Information Service 
Halifax, Nova Scotia 


Silver Medal 

Social Welfare 
“ARTHUR...A PORTRAIT” 
Vision Associates, Inc. 

New York, New York 


Silver Medal 

Sports 

“FLASH GORDON” 

University of Southern California 
Los Angeles, California 


Continued on Page 784 
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“THE WINDSPLITTER” 


GOLDEN TARA AWARD 
Best film by a Southern U.S.A. Producer 


Director J.D. Feigelson and Director of Pho- 
tography Fred Kaplan shooting from a sign- 
erecting crane pressed into service as a camera 
boom on location. 


used to film companies, since the Steve M 


By JULIUS D. FEIGELSON 


Original Screenplay-Director 


It was after the Atlanta Film Festival 
of last year that it was decided that we 
would do a full-blown theatrical motion 
picture. David Ford, who would be the 
producer of this film, had gone to the 
festival with me, and it was during that 
time that serious plans were made to 
launch the project. 

After my featurette ““ONE OF THE 
MISSING” had won a special jury 
award, Dave Ford felt that | was ready 
to handle a feature. Actually we had 
talked about a story idea | had had in 
March of last year, but the project really 
began to roll after Atlanta. Dave’s com- 
pany, Pop Films, would produce ““THE 
WINDSPLITTER” and my company, 
Feigelson, Giertz, & Hall would furnish 
production facilities. 

Dave Ford located enough front 
money to begin the project, so with a 
story idea we went to Hollywood to 
look at talent for the three leading roles. 

We talked with many actors, but it 
was not until a script was finished that 
we would be able to sign the people we 
wanted. | spent the month of August 
locked in my apartment setting down 
on paper what would be filmed two 
months later. 

The title of the film would be “THE 
WINDSPLITTER”. Briefly, it is the 
story of a young man who leaves his 
East Texas home town and, after ram- 


(LEFT) Preparing to shoot a scene of town dignitaries in front of the Columbus, Texas courthouse. The entire film was shot on location in the town, 
with full cooperation of the local people. (RIGHT) Crowds of townspeople served as extras for several scenes in the picture. They were somewhat 
AIN MUST FALL” had previo 
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rp 
Cinematographer Kaplan and Writer-director 
Feigelson line up a shot. The entire feature 
was photographed with two Arriflex cameras, 
one blimped. 


bling, ends up in Hollywood with the 
intention of breaking into film acting. 
By a stroke of luck he gets into a film 
that turns out to be a sleeper, and is 
rocketed to stardom. Now that he has 
achieved fame in the movies, the city 
fathers of his small home town invite 
him to return for a week in his honor to 
be culminated by the crowning of the 
high school homecoming queen, and his 
addressing the student assembly. 

This is where the film actually be- 
gins, with the city fathers waiting on the 


usly locationed in the town. 


A 


outskirts of town for the actor. When he 
does arrive they are thunderstruck, be- 
cause he has long hair, outlandish 
clothes, and is riding a chopper motor- 
cycle. This man who returns is not at all 
what they had expected, or wanted, 
since he represents all the things of the 
outside world that they fear. So now 
that they have invited him they set out 
to get rid of him. 

Dave Ford enlisted the services of 
two investment firms to put together 
the money for the film. Then he and | 
went back to Hollywood with the script 
to sign the principals in the cast. Jim 
McMullan was signed for the lead, Joyce 
Taylor was contracted to play the fe- 
male lead, and Paul Lambert was signed 
to play the “heavy” role, that of the 
preacher. 

While in Hollywood | introduced 
Dave Ford to cameraman Fred Kaplan. | 
had worked with Fred at Wolper Pro- 
ductions and, knowing his work, felt he 
should shoot ‘“THE WINDSPLITTER”. 
After Fred was signed we headed back 
to Houston to complete our pre-produc- 
tion work. The rest of the crew and the 
supporting cast were from the Houston 
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and assistant is mounted in hoist of a 130-foot sign 


& 


(LEFT) A convertible with the top down served as a camera car for running shots of the motorcyle chase and proved to be more adaptable than the 
real thing because it could corner more easily with the bikes. (RIGHT) Quartz lights were used to illuminate room for sequence in which local 
minister faces the town council. (BELOW RIGHT) Editor Lars Giertz co-ordinates 16mm-35mm editing of the footage. 


area, and they were as “‘pro” as can be 
found anywhere. 

During the early phases of the pre- 
production period Dave had gone to 
Columbus, Texas to talk to the town 
council about our coming to shoot the 
picture. There were several reasons for 
choosing Columbus. First of all, the 
town physically fit our story, since all 
the settings we would need were there. 
Second, Dave had known some of the 
influential townspeople who could help 
us in production. Third, it is the town 
where scenes for “BABY THE RAIN 
MUST FALL” were shot some years 
before, and the people of the town were 
not unfamiliar with what would happen 
when a film crew moved in. 

Having received the O.K. of the town 
fathers, we selected the locations that 
we would need. We also contacted the 
electric power company there, and 
made arrangements for power drops for 
our lights. Here is where we ran into 
trouble. One of the locations that we 
chose was in an area of town that did 
not have enough power for our equip- 
ment, so we searched for and located a 
Continued on Page 806 


(LEFT) With camera on Elemack dolly, a shot is lined up in a service station of starring actor Jim McMullan (RIGHT) Camera, with cinematographer 
-erecting crane which was used as a camera boom. The effect was very smooth on the screen. 


For The Film Maker and TV Maker... The Best and Newest Books In The Field of 


MOVIE FILM PRODUCTION 


Techniques e Special Effects e Television e Editing e Animation e Sound e Documentary 


830. THE TECHNIQUE OF THE 
FILM CUTTING ROOM 

by Walter 
A complete guide. Silent and 
sound techniques. Everything 
you need to know for all pro- 
cedures. Glossary. Only $11.50 


807. THE TECHNIQUE OF DOCU- 
MENTARY FILM PRODUCTION 
by Baddeley 
The thorough guide to planning, 
scripting, production & distrib- 
uting fact films. Used as a text 

at leading universities. 
Only $10.00 


841. THE WORK OF THE 
FILM DIRECTOR by Reynertson 


The basics in editing, screen- 
writing, music, sound, camera 
movement, on-set & location. 
Technical know-how to carry 
out director’s function. 

Only $13.50 


517. MOVIE & VIDEOTAPE 

SPECIAL EFFECTS by Brodbeck 
First guide to working with 
videotape. An enormous range 
of special effects that can be 
accomplished on film and video- 
tape. Only $8.95 


816. COLOR TELEVISION: 
THE BUSINESS OF COLOR CASTING 
by Coleman 

Covers every phase of a new 
and exciting industry, from the 
electronics to the audience. 
Color illustrations, charts & 
tables. Only $8.95 


818. THE TECHNIQUE OF THE 
MOTION PICTURE CAMERA 

by Souto 
A comprehensive study of the 
modern camera in all forms, 
from the 70mm giants to the 
new Super 8’s. Only $16.00 


846. ART IN MOVEMENT: 
NEW DIRECTIONS IN ANIMATION 
hy Halas & Manvell 

Far more sophisticated tech- 
niques are available to the 
film-maker in a field of art that 
was immobile in the past. Com- 
bines aesthetics with experi- 
ment. Only $17.50 


Fike vimissastta 
— te Chitars 


949. TEACHING FILM ANIMATION 

TO CHILDREN by Andersen 

“In some cities, children are 

learning to make movies at the 

same time that they are master- 

ing the ABC’s.” Time Magazine. 
Only $8.95 


770 


528. PROFESSIONAL 16/35mm CAMERAMAN’S 
HANDBOOK by Verne Carlson 
“lf you are working in motion 
pictures, this good reference book 
should be added to your book- 
shelf.” 

1.A.T.S.E, Official Bulletin. 


“This book should be owned by 
every student & professional en- 
gaged in making motion pictures.” 

International Photographer. 


“It is a no-nonsense handbook 
of hard-to-find information. Don’t 
let this one get away. This unique 
book just could be a classic.’’ 
Rangefinder. 
Over 130 photos and illustrations fully cover the 
installation, operation and use of 1/7 cameras, 
magazines, lenses, accessories and equipment. A 
must for all in film or TV. Only $15.00 


530. 8mm/16mm MOVIE 

| MAKING by Henry Provisor 

A comprehensive study of all 
aspects: techniques, opera- 

tions, setup, casting, scripting, 

lighting, equipment, opera- 
, tions. A complete course. 

| Only $8.95 


842. WIDE-SCREEN CINEMA 
AND STEREOPHONIC SOUND 
by Wysotsky 
Covers wide-gauge systems, 
panoramic films, circular pan- 
Oramic cinematography, 3-D 
sound transmission & stereo- 
sound-recording for films. 
Only $15.00 


; 848. THE TECHNIQUE OF SPECIAL 
| EFFECTS IN TELEVISION by Wilkie 
Covers it all... from the pop- 
ping champagne cork to bullet 
& bomb effects, collapsing 
floors, animated captions, etc. 
Over 200 photos, Only $15.00 


814. THE TECHNIQUE OF THE 
SOUND STUDIO by Nisbett 


Major chapters cover: micro- 
phone balance, studios, sound 
levels, sound effects, mono & 
stereo. Important volume for 
student & professional. 

Only $13.50 


847. BASIC MOTION PICTURE 
TECHNOLOGY by Happe 


A comprehensive survey of the 
technology of film and its ap- 
plication in television. Special 
effects, film processing & du- 
plicating. Clear & simple dia- 
grams, Only $10.00 


739. MOTION PICTURE & TELE- 
VISION FILM IMAGE CONTROL & 
PROCESSING TECH. by Corbett 
Thoroughly covers image con- 
trol & processing techniques. 
For all those involved in movies 
or TV film processing. Hundreds 
of diagrams. Only $19.75 
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506. HANDBOOK OF BASIC 

' MOTION PICTURE TECHNIQUES 
by Brodbeck 

One of the best books ever. 

m@ Techniques proven by the U.S. 

| Army Signal Corps and pro- 

fessionals. Only $8.95 


805. THE TV DIRECTOR/ 
INTERPRETER by Lewis 

This book describes how the 
director is the interpreter of 
the program action to his 
audience. Only $8.95 


685. THE TECHNIQUE OF FILM 
EDITING by Reisz & Millar 


The combined knowledge of 10 
members of the British Film 
Academy. Only $13.50 


813. THE TECHNIQUE OF SPE- 
CIAL EFFECTS CINEMATOGRA- 
PHY by Fielding 

Low-budget techniques in edu- 
cational, industrial and tele- 
vision fields. How to use them 
to enhance quality. Only $15.00 


808. THE TECHNIQUE OF FILM 
ANIMATION by Manvell 

An updated standard text. Cov- 
ers all new trends, such as 
computer animation. Simply 
written. Only $10.95 


1/2 PRICE BONUS! 


Order 3 or more books from this ad and buy 
any additional book at half-price! This is a 
great opportunity to add to your technical 
library and save money, too! 


MAIL COUPON TODAY! 


Verlan reductilas: ine. 

915 Broadway 

New York, N.Y. 10010 

Please send me the following books: 


No. No. No. No. 


No. No. No. No. 
Orders for 2 or more books sent postpaid in 
U.S.A. & Canada. Add 50¢ shipping for 1 book. 
N.Y. residents add sales tax. 
(J | have ordered 3 or more books, send Book 
No. at half price $ 


Enclosed is check or money order for $ 


(Rated companies can send purchase order; ship- 
ping charges additional.) 


Name (please print) 


Address 
City 
State Zip 
Add 10% for overseas delivery (except A.P.0./F.P.0.) 
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A man, his work, and his camera 


Merl A. Dobry Aerial and Underwater 
Cinematographer [| Parachutist and Skier [] Independent 
Documentary Filmmaker [] Director of the Motion 
Picture Dept., Brooks Institute of Photography 

(Santa Barbara, California) 


eae: 


“The camera I use in my aerial cinematography is the 16mm Beaulieu. 
This is a very light weight camera—the body weighing only 4/4 pounds 
—and this low weight aspect is a tremendous asset when you are 

in a chase plane, or attaching the camera to a wing-tip of an airplane, 

or free-falling during a parachuting sequence. The G-forces are not too 
great when you're handholding the Beaulieu, and there is 

also very little wind drag. 

“Some time ago, I was involved in shooting a film which called for a 
parachute sequence with a series of free-falls. I started off doing the series 
using a ‘gun-camera’ mounted on my jump helmet. When that 
parachute opens, the extra weight of the helmet-mounted camera 
transmits quite a sudden shock to your neck. So I began using my 16mm 
Beaulieu during such free-falling parachute jumps by putting my hand 
through the top strap and tethering a light nylon cord around the bottom. 
In parachuting, by the way, I prefer to use the Beaulieu pistol grip, 
and I place the nicad battery and remote battery container in my shirt 
: pocket... running the battery cord down my sleeve so the wind 
doesn’t tear it off. I just jump out of the aircraft at about 18,000 feet, 
letting the Beaulieu blow back against my arm. When it comes time to 
shoot, I just move into position and reach it with the other hand— 
using the Beaulieu just as I would for normal hand-held shooting on the 
ground. And, I’ve never faced any problems with a dislocated neck 
due to a camera helmet by shooting my free-fall sequences this way.” 


Beaulieu. 
It lets you be there when 
it’s happening. 


“I always seem to get back to the aerodynamics 
of the Beaulieu 16mm camera body design... 

it was probably never deliberately wind-tunnel 
tested when they first designed the basic camera, 
but you can’t deny that the Beaulieu 16mm turned 
out to be an extremely compact and smoothly 


styled camera. I find it ideal for all types CINEMA <> Beauliou. 


of aerial filming.” A DIVISION OF HERVIC CORPORATION 


To receive literature on the Beaulieu 16mm camera, 
visit your finest camera store or write 

Cinema Beaulieu, General Office: 14225 Ventura Blvd., 
Sherman Oaks, California 91403. 


Canada’s 
largest and most complete 
rental house 


CINEVISION 


In 
Montreal and Toronto 


—HIANAV/IS/O/N 


Exclusive Canadian distribution. 
Panavision Silent Reflex 
Panavision Hand Held Blimps 
Anamorphic Lens 
Spherical Lens — 

Choice of 16 STD lens from 15-1000 mm. 
New! Zooms — 23-460 mm (20-1) 

20-120 mm ( 6-1) 


CAMERAS LIGHTING DIVISION 
SPR Reflex BNC Complete line of — and 
Arriflex 16 and 35 dealers for: Mole Richardson, 
Arriflex Blimps 400’ Colortran, Sylvania, 

and 1000’ Westinghouse, Roscolene 
Eclair 16 


SOUND . GENERATORS 
Nagras AC and DC Blimped 


Sennheiser up to 1200 amp. 
Electro Voice 


CINEVISION MOBILES SOUND STAGES 
Specially constructed to carry Canadian Distributor for: 
camera, lighting, sound and Schtler and Wolf Products 
grip — all in one vehicle. and Samcine-Limpet Mount 


CINEVISION 


LTEE 


2000 Northcliffe Ave. = Montreal, Quebec ® (514) 487-5010 
244 Simcoe Street = Toronto, Ontario = (416) 362-6611 
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The Money-Makers 


FILMLINE’S professional color film processors 
for motion picture laboratories. 


The Filmline Models FE-30 and FE-50 are fast, foolproof, troublefree and long-lasting. They turn out con- 
sistently superior work, The design is backed by Filmline’s reputation as the world’s leading manufacturer 
of film processors for the motion picture laboratory industry. 


Now enjoy the benefits of professional equipment incorporating exclusive Filmline features that have paced 
ue paleorsnesit in commercial, industrial and defense installations at a cost lower than processors 
offering less. 


Check the exclusive Filmline features below: 


@“FILMLINE OVERDRIVE FILM TRANSPORT SYSTEM” 
This marvel of engineering completely eliminates 
film breakage, pulled perforations, scratches and 
operator error. The film can be deliberately 
stalled in the machine without film breakage or 
significant change of film footage in solutions. 
The heart of any film processor is the drive 
system. No other film drive system such as 
sprocket drive, bottom drive or simple clutch 
drives with floating lower assemblies can give 
you the performance capability of the unique 
Filmline Overdrive Film Transport System. 


@TORQUE MOTOR TAKE-UP” gives you constant film 
take-up and does not impose any stress or strain 
on the film itself. Completely independent of the 
film transport system. This FILMLINE feature is 
usually found in professional commercial pro- 
cessors but is incorporated on the FE-30 and 


MODEL FE-50: 
16 mm Color Processor ~ 
tag Ektachrome Film. Speed 


are $22,500 


FE-50 models as standard equipment. Don’t 


settle for less! 


@ “TEMP-GUARD”’ positive temperature control sys- 
tem. Completely transistorized circuitry insures 
temperature control to well within processing 
tolerances. Temp-Guard controls temperatures ac- 
curately and without the problems -of other 
systems of lesser sophistication. 


®“TURBO-FLOW” impingement dryer. Shortens dry- 
to-dry time, improves film results, and carefully 
controls humidity content of your valuable (and 
sometimes rare) originals. Immediate projection 
capability is assured because the film dries flat 
without the usual curl associated with other 
film processors. 


“ZERO DOWN TIME’ The reputation of any film 
processor is only as good as its reliability. The 


MODEL FE-30: 
16mm Color Processor for: 
Ektachrome film. Speed 30 


FP $16,400 


combination of the exclusive and special added 
Filmline features guarantees trouble-free opera- 
tion with absolute minimum down-time and with- 
out continual operator adjustments. Recapture 
your original investment in 2 years on mainten- 
ance savings alone. Filmline’s ‘‘Push the button 
and walk-away processing” allows inexperienced 
operators to turn out highest quality film. 
“MATERIALS, CONSTRUCTION AND DESIGN” All 
Filmline machines are constructed entirely of 
metal and tanks are type 316 stainless steel, 
heliarc welded to government specifications. The 
finest components available are used and rigid 
quality control standards are maintained. 
Compare Filmline features to other processors 
costing more money. Feature-by-feature, a careful 
evaluation will convince you that Filmline offers 
you more for your investment. 


Additional Features included in price of machine (Not as extras). 


Magazine load, daylight operation m™ Feed-in time delay elevator (completely accessible) = Take-up time delay 
elevator (completely accessible) ™ Red brass bleach tank, shafts, etc. Prehardener solution filter m Precision 
Filmline Venturi air squeegee prior to drybox entry m™ Air vent on prehardener m@ Solid state variable speed D.C. 
drive main motor # Bottom drains and valves on all tanks m Extended development time up to two additional 
camera stops at 50 FPM # Pump recirculation of all eight solutions thru spray bars = Temperature is sensed in 
the recirculation line # All solutions temperature controlled, no chilled water required @ Built-in air compressor 
® Captive bottom assemblies assure you constant footage in each solution # Change over from standard develop- 
ing to extended developing can be accomplished in a matter of seconds # Impingement dryer allows shorter put 
through time. 


Partial listing of Filmline Color Installations: — NBC- New York, 
NBC- Washington, NBC- Cleveland, NBC- Chicago, CBS & ABC Net- 
works, Eastman Kodak, Rochester. 


Laboratories: De Luxe Labs, General Film Labs (Hollywood), Pathe- 
Labs, Precision Labs, Mecca Labs, Color Service Co., Capital Film 
Labs, Byron Film Labs, MGM, Movie Lab, Lab-TV, Technical Film 
Labs, Telecolor Film Labs, Guffanti Film Labs, A-One Labs, All- 
service Labs, NASA Cape Kennedy, Ford Motion Picture Labs. 

TV Stations: WAPI-TV, WHP-TV, WMAL-TV, WXYZ-TV, WWL-TV, WMAR- 
TV, WJXT-TV, KETV-TV, WTOP-TV, WEAT-TV, WCKT-TV, WAVE-TV, 
WAVY-TV, KTVI-TV, WCPO-TV, KTAR-TV, WSYR-TV. 


AA-71 


Send for Literature. 


ln Le 


Time & Lease 
Plans Available. 


CORPORATION 
MILFORD, CONNECTICUT 
“When you buy quality Filmline Costs Less” 
(203) TR 8-2433 


All prices F.O.B. 
MILFORD, CONN. 
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cE fi on q f hy 
(LEFT) The author, Carl Boenish, shown in free-fall, using a 35mm helmet-mounted camera, with ‘“‘Newton Ring Sight’. Photograph by R. 
Cottingham. (RIGHT) The last skydiver flies in to complete an 18-man “‘star’’, similar to 16-man star that climaxes “MASTERS OF THE SKY”. 


World record is now a 20-man _star_that forms completely in 55 seconds. 


By CARL BOENISH 


Producer/Director/Cameraman/Editor 


DOCUMENTING THE FILM 


Preparation for documenting MAS- 
TERS OF THE SKY-—a statement of 
mankind’s prowess in skydiving today— 
began nine years ago when | made my 
first jump. It wasn’t until one year and 
100 jumps later that | started doing 
free-fall photography. Today | have 
made nearly 1,000 camera jumps (out 
of a total of 1,200 jumps) carrying as 
many as three cameras mounted on my 
helmet, while free-falling at 120-180 
mph. Cumulatively, that amounts to 


SANTA) AYA PSS SUAS 
SILVER PHOENIX AWARD 


Best Documentary Film 


nearly 14 hours of free-fall time and 
more than 50 hours of riding under- 
neath an open parachute. About 200 
camera jumps were made specifically to 
document MASTERS OF THE SKY. 

A tremendous amount of experience 
was gained and technique learned in 
organizing and filming the free-fall por- 
tion of MGM’s THE GYPSY MOTHS, 
starring Burt Lancaster, Deborah Kerr, 
Gene Hackman, Scott Wilson, and di- 
rected by John Frankenheimer. | made 
more than 250 free-fall jumps while 
filming 35mm motion pictures in order 


to obtain the necessary cuts Franken- 
heimer needed to portray his aerial 
visions of the various skydiving stunts 
we worked out. | feel the greatest 
foresight that John Frankenheimer had 
in directing the skydiving sequences was 
to abandon the classical idea of filming 
the free-fall in slow motion (32, 48, 64 
fps) in favor of shooting all the skydiv- 
ing at normal speed (24 fps). (Slow 
motion free-fall photography hitherto 
was invariably employed to minimize 
camera and subject-matter movement, 
and to maximize the screen time-to- 


(LEFT) A nine-man star formed of skydivers with colored smoke bombs attached to their feet, similar to the exciting scene that kicks off 


“MASTERS OF THE SKY”. (RIGHT) A “Bat-man” maneuver, with smoke bombs, as staged for John Frankenheimer’s MGM production, ““THE 
GYPSY MOTHS”. Boenish credits Frankenheimer for showing skydiving filmed at the normal 24 fps rate for the first time in this picture. 


Photograph by J. Gifford. 


labor ratio.) Shooting at normal speed 
sometimes required a whole day and 
several jumps just to net five seconds of 
screen time. But this resulted in a 
greater degree of action on the screen 
and a higher and more realistic sense of 
skydiving for the viewer. About four 
months were spent on location in Kan- 
sas jumping every day, sometimes in 
upper winds of up to 80 mph and 
ground winds of up to 22 mph. 
Immediately after finishing work on 
THE GYPSY MOTHS | knew that there 
was still the need for people-at-large to 
know more about the true freedom 
mankind now enjoys through skydiving. 
MGM's film accurately portrayed the 
lives and stunts of three barnstorming 
daredevils, but it said nothing about the 
joy and accomplishment to be experi- 
enced in mass skydiving today—the ‘’un- 
known playground in the sky.’’ Because 
of the unique experience and knowledge 
that | had been privileged to gain, | felt 
inwardly compelled to continue my 
marathon of free-fall photography until 
people-at-large could at least be exposed 
to the real joy of jumping today. Hence, 
the conception of MASTERS OF THE 


SKY. 
As a bit of background, it should be 


mentioned that in the 1920’s, man at 
best could only tumble out of control in 
free-fall; in the 1930’s, he learned how 
to fall in a stable attitude, face-to-earth. 
In 1958, two jumpers successfully 
passed a baton while free-falling at 120 
mph, similar to two spacecraft rendez- 
vousing in space. In 1967, man’s ex- 
panding universe was increased to in- 
clude a 10-man star (stable circular 
linkup). Today, the world’s record is a 
20-man star, taking the same 55 seconds 
to form that the first 10-man formation 
required. But how many people know 
that skydiving is fun and easy? How 
many know that people skydive today 
from ages 16-68, from literally all walks 
of life, and for the joy, happiness, and 
fulfillment that it brings, and not out of 
necessity or fear? 


FILM TEMPO 


MASTERS OF THE SKY was shot 
entirely at normal speed (24 fps). More 
than three years were spent in collecting 
the free-fall footage and assembling it 
into a precisely edited form. There are 
more than 300 cuts in 500 feet of 
16mm film, making the average scene 
about 30 inches in length. The shooting 
ratio was approximately 30-to-1. Some 
of the scenes were filmed in 35mm, 
which had to be reduced to 16mm in 
order to be compatible with the bulk of 
the film. Michael Lloyd wrote and 
pre-recorded the original score for the 


picture in less than one month, and it 
turned out to be superbly appropriate 
to the feeling of “freedom” that the 
film strives to convey. 

The tempo of the entire film is 
“hard-driving.”” It wasn’t meant to be 
that way throughout, but it seemed to 
turn out that way as the film unfolded. 


' Because of the seeming constancy of the 


fast pace, relief and contrast were diffi- 
cult to attain. Of the 200-plus scene 
changes, about 90% fall precisely on 
music beats. Realizing this technically 
turned out to be a real exercise in 
film-making. 

Michael Lloyd recorded all the music 
on 8-track, 1’’ tape. We made several 4” 
15 ips ‘‘down-dubs” of the original 
theme song, and | used the vocal “‘regu- 
lar version” to open the film. We made a 
down-dub of the “track only’ which 
played well in a middle section of the 
film, and the use of this version lent 
unconscious musical continuity to the 
whole of the film, since it wasn’t obvi- 
ous that this was taken from the theme 
song. The film concludes with a ‘‘grand 
finale’’ version of the theme song with 
an accent on the string section. Three 
other sections of the film dealing with 
snow jumping, riding the “sky tow,” 
and the water jump had their own 
respective types of music. 


INVERSE CLICK TRACK 


The concept of cutting the entire 
picture precisely to the beat of the 
music was achieved in the following 
fashion: First, the rough cut of the 
picture was established. Then, the music 
for that section of the film was played 
in arbitrary sync to the picture to see if 
there existed simultaneously any natural 
“high interest areas’’ of both picture 


and music. The music track was then 
shifted forward or backward to match 
up high-interest areas as much as possi- 
ble, in order to establish a “starting 
point’’ of picture and track sync. Re- 
cutting the rough-edited picture then 
proceeded from the center (starting 
point) outward to either end. Some- 
times it was necessary to refer to the 
original film to see if certain scenes 
could be stretched a few frames (with- 
out disturbing the artistic flow of the 
initial editing) in order to extend to the 
next beat of music. In other cases, 
scenes were trimmed shorter to hit the 
preceding music beats. 

In several sections of the film, for the 
already-established rough edit, the 
music of that section was either too 
long or too short. Since the picture 
portion could only be expanded or 
contracted to a slight degree, so as not 
to change its visual content, it was 
necessary either to expand or contract 
the length of the music. This was 
accomplished by making two %”’ master 
copies of the original %4’’ down-dub and 
then either adding or deleting selected 
measures to come up with a %” edited 
copy of the music which would run the 
approximate length of the rough edit. 
Now the music was close enough to 
being the correct length of the rough 
picture so that 90% of all the scene 
changes could be forced to fall precisely 
on music changes with only minor 
recutting of the picture required. 


PRECISE SYNCHRONIZATION 


The concept of precisely cutting the 
picture to fit the pulse of the music 
required the synchronization to be held 
to within one frame throughout the 
Continued on Page 805 


One of the most exciting sequences in ‘‘MASTERS OF THE SKY” is that in which a parachutist 
intentionally jumps into a clump of trees. It was filmed, as shown in this frame blow-up, by 


oe 
. 3 


means of a gun-camera positioned in the chute rigging and p 
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ointing straight downward. 
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By MOSHE MIZRAHI 


Co-writer/Director 


The shooting time for this film was 
about seven weeks, and it was made 
entirely on location, including the in- 
teriors. | like to do this whenever 
possible and | feel that it’s a/ways 
possible—unless you're doing a period 
film. 

| also believe in using whatever avail- 
able light exists, even indoors, because it 
has a special character that you can’t 
duplicate with artificial lighting. | would 
say that lighting is the main mood 

element in a scene and | always try to 


GOLD MEDAL-— Best Screenplay 


visualize, when writing a script, what 
time of day each particular scene would 
take place—and | try also to shoot the 
scene at that time of day. Even if it’s a 
night interior, | would try to shoot it at 
night (although that’s sometimes uneco- 
nomical), because | have discovered, for 
example, that actors don’t speak the 
same way at night as they do in the 
daytime. There is a quality to their 
voices that is different. 

It is these small things, | think, that 
achieve that special ambiance that you 


want to produce in a film. The general 
audience is not interested in the techni- 
cal aspects of how you do a particular 
thing, but subconsciously they are af- 
fected by such things as the quality of 
lighting and sound. 

There were times in this picture that 
interiors were filmed without the use of 
a single lamp. In the final sequence, for 
example, when the couple are shown in 
their bedroom, the only illumination 
was the available light coming through a 
Continued on Page 805 


By RONALD PERRYMAN 


In March, 1970, Tobe Hooper was 
offered creative control of a low-budget 
feature film to be produced in Austin, 
Texas by David Ford, concerning a 
young modern couple living in this 
combination state capital and college 
town. The result, dubbed ‘““AN AMERI- 
CAN.FREAK ILLUMINATION”, won a 
Gold Medal in the feature category at 
the recent Atlanta Film Festival. 


(LEFT) Breakaway platform is built over hole measuring 10’ x 20’ x 10 


AANA IM mare Way 


GOLD MEDAL-—Best Editing 


The worlds explored were those of 
the young people living in a white frame 
two-story house on F Street: David and 
Amy first; then a second couple, Toz 
and Mahlon, who became involved as 
filming progressed, and a third fellow 
who never speaks. As Tobe worked with 
this group and grew to know them, they 
either stayed realistic on film, or they 
began to take on qualities of the fantas- 


tic; how much depending partially on 
the response of the subject to the 
filmmaking process, and partially on 
Tobe’s response to the person involved. 

The film was shot in 16mm primarily 
for budget reasons, but secondarily be- 
cause of the versatility of 16mm equip- 
ment. An Eclair NPR was used for all of 
the sync scenes, but the fantasies were 
Continued on Page 830 
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sequence to show car being blown up. Fourteen sticks of dynamite and 100 feet of primer 
cord were placed on the structure. (CENTER) Psychedelically painted car is driven onto 
platform. Placed in hole were 80 sticks of dynamite, 50 gallons of gasoline and 20 gallons of 
napalm, with nearly 1000 feet of primer cord laid out in large semi-circle. (RIGHT) 
Resultant explosion is biggest bang since Hiroshima. 


(LEFT) Hooper prepares to shoot animation sequence of “eye in the wall’. (CENTER) View of “organic” hole in ceiling of the basement set, about 
four feet in diameter, through which startled actor is vacuumed, dissolved and re-projected through eye in the wall. (RIGHT) Side view of 
construction of tube on top of basement set, representing innards of organic hole. Flats were sprayed with polyurethane and attached to a nine-foot 


tower above set. 
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“PUNISHMENT PARK” 


GOLD MEDAL- Best Direction 


The particular approach used in the 
filming of ‘PUNISHMENT PARK” is a 
concept which has evolved over the 
more than ten years during which | have 
been making films. It actually began 
with an amateur film, made in England, 
in which | reconstructed the 1956 Hun- 
garian uprising—an attempt to capture 
the atmosphere of photographs of the 
actual event that had appeared in L/FE 
and PARIS MATCH. That same concept 
became much more fully developed in 
later pictures, like ‘““THE WAR GAME”. 

It’s not a mechanical technique, but 
an abstract process of trying to get 
people to respond to certain situations, 
whether you prepare that response (re- 
hearse it, in a sense) or let it come out 
in a completely improvised, spontane- 
ous way. 

My earlier films were not as free- 
wheeling as this one. | worked some- 
what more mechanically in the hope of 
achieving a newsreel quality—even to 
the point of banging the camera at a 
certain moment, or having the camera- 
man pull the picture out of focus for an 
instant. The process involves building up 
a tapestry of things that create the 
feeling of a spontaneous recording on 
film of something that is happening. It’s 
a technique learned from newsreels and 
it’s not at all easy to do. It has a very 
high failure ratio. 

The simplest way to describe how we 
made “PUNISHMENT PARK” is to say 
that we had a camera and sound record- 
er available and knew approximately 
what was going to happen. Sometimes | 
would run through a situation as a 
rehearsal, but usually | didn’t. We would 
simply discuss it. 


Although there were a few amateur 
actors in the cast, about 98% of the 
people had never been in a film before. 
It was not too difficult for them to get 
with it, because | simply had them 
playing themselves. What makes them 
convincing is not the fact that they may 
have convictions about certain things. 
It’s the unique desire most people have 
to express themselves—something they 
rarely get a chance to do. 

In filming the action, | would usually 
repeat things two or three times, even 
when | felt that something had worked. 
| have learned from bitter experience 
that a long scene takes on a second, 
totally different set of dynamics when it 
is intercut with other material. That is 
why | like to have a variance of sponta- 
neity, and why | make quite a few takes 
on most scenes. 

In the tribunal sequences, there is 
constant give and take, sometimes very 
rapid, between the tribunal members 
and the defendants. I’ve been asked how 
we were able to get full coverage and 
inter-cut the way we did while using 
only one camera. The use of a single 
camera was partly an act of economy, 
but even if we’d had sufficient budget, 
I’m sure | would not have used two 
cameras. If you use two cameras, in my 
opinion, you are immediately creating a 
circumstance that doesn’t exist in most 
newsreel situations. The audience is 
used to having newsreel cameramen pan 
over and pull focus in order to cover a 
situation that is happening in two differ- 
ent areas. 

However, because our confrontations 
were so long, | knew that this device 
would become tedious rather quickly. 


So | decided to take the chance of 
running these ad lib sequences through 
twice or more, with the camera on a 
different subject each time, hoping that 
| would get sufficient coverage to pick 
up a question in one take and the direct 
answer in another. This was very risky 
because, even though | tried to keep the 
participants on the track in regard to 
certain key questions, within a minute 
the whole thing would be out of con- 
trol. We’d just have to hang onto our 
seats and take it as it came. 

Obviously, working in this way con- 
sumed a great deal of footage. Out of 
the approximately 58,000 feet of 16mm 
film used on the entire picture, some- 
thing like 20,000 feet were shot during 
the tribunal sequences. These scenes 
were filmed in three days out of our 
total filming time of two and a half 
weeks. 

All of the shooting was done in the 
California desert near George Air Force 
Base. Even the “‘interiors’’ inside the 
tent where the tribunal holds forth, 
were shot there. At first we tried using a 
small circus tent, open at both ends— 
but something was wrong; the scenes 
just weren't working. | decided that the 
tent was too big and too open. There 
was too much outside intrusion and it 
was not claustrophobic enough. We 
hastily set up a much smaller tent, 
closed on all sides, inside the bigger one. 
Now the tribunal interrogators were 
crouched around each defendant, very 
close, and the scenes worked fine. 

Our “‘camerawoman”, Joan Church- 
ill, is a highly experienced technician 
who came out of the UCLA film school 
in about 1966. She had worked entirely 


(LEFT) In Orwellian drama, defendants accused of political crimes are tried by a tribunal of their peers. Set was “‘tent-within-a-tent’”’, rigged on 
desert location. The author (seated foreground) gives direction, while ‘““camerawoman” Joan Churchill kneels to film low-angle shot of Carmen 
Argenziano, playing one of the defendants. (RIGHT) Director Watkins confers with 2nd cameraman/assistant Peter Smokler, while Miss Churchill 


frames closeup of Brian Hart. 
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(LEFT) C 


onvicted prisoners, given a choice between long prison terms and a desert survival ordeal, run from law officers pursuing them 


ae 
—while 
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intrepid camera and sound crews dog-trot hard on their heels. (CENTER) Preparation for filming inside shell of an abandoned desert shack. (RIGHT) 
In final sequence, law officers (played, for the most part by real-life police and security guards) prepare to intercept surviving prisoners approaching 


their goal. 


on documentaries, including “GIMME 
SHELTER”, but had never photo- 
graphed a feature before. | had always 
thought that the only sort of person 
who could handle an Eclair camera with 
sufficient ease would have to be a male 
human being with very broad shoulders 
and light “‘ballet’’ feet, because two of 
the top BBC cameramen with whom | 
worked had been built that way. But 
Joan, who is pencil-slender, handles the 
camera in just the same way. We filmed 
a group of interview scenes on the run 
across a rock-covered stretch of sand 
(with the camera tied to a Nagra record- 
er because we didn’t have crystal-sync) 
and the footage she got, while dancing 
in and out of bushes, was extraordinary. 

Another outstanding technician was 
our sound recordist, Michael Moore. 
Inside the tent he had an assistant on 
the boom, but he also had at least eight 
other open mikes, in front of the 
tribunal members and defendants, and 
he mixed them all himself, while re- 


About the Director: Peter Watkins’ first 
film THE DIARY OF AN UNKNOWN SOL- 
DIER (1959), which he financed himself as a 
totally amateur production, won one of the 
ten best awards of the annual “Amateur Cine 
World” competition in England in 1960. His 
next film, THE FORGOTTEN FACES 
(1960), won one of the same ten best awards 
in 1961. His third, and first professional film, 
CULLODEN, made as a television documen- 
tary, won the British Screen Writers’ Award 
of Merit, the Society of Film and Television 
Arts Merit Award, and other similar awards. A 
year later, Watkins made THE WAR GAME, 
perhaps his best known film to date, which 
reconstructed in newsreel manner the effects 
of a thermonuclear attack on Britain. This 
film though banned by the BBC, for whom it 
was made, was subsequently released in cine- 
mas and went on to win numerous awards for 
Watkins including, of course, the Academy of 
Motion Picture Arts and Sciences best feature- 
length documentary award for 1966, better 
known as the “Oscar”. 

PRIVILEGE, Watkins’ next picture, won 
the Critics Award at the Third Rome Film 
Festival, the “Primo Di Selezine”’’ at Sorrento, 
and the International Federation of Cine- 
Clubs Grand Prix at Cannes, among other 
awards. His last completed film, THE GLADI- 
ATORS, a severe comment on the present 
framed as a vision of the future, won the 
Golden Asteroid at the Eighth International 
Festival of Science Fiction Films in Trieste.) 


maining totally unaware of what was 
going to happen next. There were only 
about two rises or dips that you could 
hear. All of the dialogue in the picture is 
original sound—everything. None of it is 
looped. 

| don’t usually cut my own pictures, 
though | work very closely with the 
editor. However, in this case there were 
sO many complex permutations that | 
felt | was probably the only person who 
could understand the infinite number of 
combinations presented. | was a cutter 
for three years, but | hadn’t cut a film 
in over eight years. | started cutting this 
enormous amount of film in March, but 
by November | realized that it was 
getting to be too much for me. It was 
taking too much time and | needed 
somebody who could be working on 
other sections simultaneously. | was 
lucky enough to find Terry Hodel, and 
we worked together on the last half of 
the picture—but it was still very com- 
plex and very difficult. 

Adrian Mosser is now in the process 
of blowing the picture up to 35mm, and 
the blow-up is so good that it’s almost, 
in a sense, better than the original, 
which is an’extraordinary thing to con- 
sider. Obviously, a great deal of the 


quality is due to what Mosser is doing, 
but it’s also a tribute to what Joan 
Churchill put into the original. 

As far as shooting in 35mm is con- 
cerned, | made two pictures in 35mm, 
“PRIVILEGE” and “THE GLADI- 
ATORS” (which was filmed in Sweden), 
and | can say absolutely that | shall 
never work in 35mm again. I’ve found a 
freedom in 16mm that’s fantastic. The 
35mm equipment is so cumbersome, so 
restricting, that it’s mind-boggling. On 
“PRIVILEGE” | was given what they 
called a ‘*medium-sized crew’’—70 peo- 
ple—and it was monstrous. On “PUN- 
ISHMENT PARK” we hardly had eight 
people most of the time. Our producer, 
Susan Martin, organized everything, 
lock, stock and barrel. She did the job 
of what would be, in Hollywood, that 
of a whole team of perspiring people— 
all running around on enormous salaries. 

Perhaps I’m not the one to say this, 
since formalized filming is not my forte, 
but | cannot see why some of the 
economies we effected cannot be ap- 
plied to more formal types of films. 

The production budget for “PUN- 
ISHMENT PARK” was $66,000, and by 
the time it’s completed and blown up to 
35mm, the cost will be under $100,000. 


(LEFT) Much-honored young British writer/director, Peter Watkins, discusses his film during 
symposium held at the Atlanta Film Festival. (RIGHT) Deceptively frail-looking camerawoman, 
Joan Churchill, is a highly skilled technician with a great deal of experience in documentary 


filming. 


You name the process. 
e have the 


color processor 
to handle it. 


Want to process 7389 with a silver track? There’s a Jamieson color processor 
designed to handle it. 
How about 35mm color negative/positive? We build one for that, too. 


You can begin processing with a Jamieson 
Mark IV series processor for as low as 


$13,280. Let us quote a Jamieson Color Or how about super 8mm Ektachrome or 35mm slide duplicates? 
Processor for the process you want to Jamieson makes processors for any process you want to conduct. 
conduct. There are a total of twelve models in Jamieson’s Mark IV and Mark IX 


series of color processors. Among the IV’s you'll find the smallest, least 
expensive models now available; in the IX series, faster production machines 
competitively priced. 

For both series, Jamieson has a new track applicator with a vacuum 
back-up roller for ultimate reliability. 

All Jamieson color processors are built from basic modules that have 
been thoroughly proven through years of use in labs throughout the world. 
All models feature Jamieson’s patented tube tanks that hold about 1/15 the 
amount of chemistry required by ordinary open-tank designs. (That will save 
you money right there.) And all feature the industry’s gentlest, most reliable 
film transport system. 

Other Mark IV and Mark IX series features include: convenience in 
controls and operations — simple and easy to maintain—small in size and 
cost, high in quality and output—fast warm-up time, minimum chemistry. 

It would take a book to tell you everything there is to know about Jamieson 
Mark IV and Mark IX series color processors. 

So we wrote one. And it’s yours free for the asking. Simply write for our 
catalog on “Jamieson Color Processors.”’ 


EQUIPMENT DIVISION 


JAMIESON FILM COMPANY 


9171 KING ARTHUR DRIVE, DALLAS, TEXAS 75247 (214) 638-2660 
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A stuck truck is a headache you 
can live without. So we built our 
Cecomobile with four-wheel drive. 
It can drive out of anything you 
can drive into: rough terrain, sand, 
snow, mud or water. 


A generator that’s stuck inside a 
mobile studio can be another 
headache. So ours is separate. Trailer-hitched, with 
a powered reel holding 800 feet of 4/0 cable. You can 
set up in one place while generating in another. It 
saves you time. And noise. 


The rest of our Cecomobile is built to take anything 
you want to give it: BNC’s and Arri’s with blimps; 
tripods; accessories; 20 foot Fisher mike booms; 


: It’s the only 
studio-on-wheels that 


Nagras; fishpoles; Moviola or 
Fisher crab, Western and Elmack 
dollies (takes all at once); reflec- 
tors; stands; apple boxes; power 
supplies; cables; lumber; plywood 
sheets; parallels; etc. It will even 
take 1000 feet of 4/0 cable on 
the truck, plus the 800 feet on 
the generator, all on a power reel 
— no handa-carrying or cranking. 


One more feature: all equipment in the Cecomobile is 
supplied by F&B/Ceco. That means it’s reliable. And 
it's another reason we say: The tougher the location, 
the more you need Cecomobile. It’s the way to be 
sure you wont get stuck. 


For further information, write Department CM 


F< B/CECO: 


A DIVISION OF F&B/CECO INDUSTRIES, INC. 


EAST: 315 West 43rd Street, New York, N.Y. 10036 e (212) 586-1420 
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WEST: 7051 Santa Monica Blvd., Hollywood, Calif. 90038 e (213) 466-9361 
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Put It All Together 
for 1971! 


Now’s the time to update your Arri 35 into a blimped, hand-held, 
crystal-controlled camera at prices designed to fit the most strict 
budget. AGE Inc. is pleased to offer the brand new Cinema 
Products crystal-controlled motor especially manufactured for the 
Arri 35, plus a group of affiliated accessories that will enable 

you to convert your Arri at a minimal expenditure. 


A-Cine 60 Blimp 35mm 400-Foot 


The blimp with standard accessories, including follow focus, 
door for 25-250 zoom lens, less flat base. 


$1900.00 


B-New 200-Foot Low Profile Top for Cine 60 35mm Blimp 


An Alan Gordon Enterprises Inc. exclusive, this low-profile top 
fits on the Cine 60 blimp, is lightweight and easy to handle, 
ideal for shooting in restricted areas. 


Crystal Motor Model CRA-2 


Motor is integral with a specially designed flat base that fits 
in a Cine 60 blimp or mounts on a tripod or body pod. The control 
circuitry, including a crystal oscillator, with an accuracy of plus or 
minus 15 parts per million over a temperature range of 0° to 140°F, 
is fully self-contained in the flat base and motor housing. The 
motor itself is 18 db quieter than the existing constant speed 
motor, resulting in a 2 db reduction in sound level of the Cine 60 


$450.00 


blimp. Power consumption from a standard 16-volt battery pack is Jensen 544 Crystal Time-Sync Generator 


at least 50% less than with the constant speed motor. 


Used on the Nagra in conjunction with the crystal-controlled 


Price, complete with cable $1750.00 motor on the Arri 35 to provide cordless sync double system 


recording. 


Cine 60 Snaplock Cine 60 Universal Power Belt Pack 


Permits mounting of camera in one second. Has the completely sealed and rechargeable 
Designed to stand the rigors of daily use. Pre- GE nickel-cadmium cells with specially designed 
cision machined from solid aluminum. built-in charger. Equipped with automatic cir- 

cuit breaker. Belts also available in 8V DC, 
8/16V DC, 12V DC. 
All items are in stock and available for Price (Universal Belt) $315.00 
immediate delivery. 


SERVING THE WORLD 


$254.00 


Double Shoulder Pod 


Fully adjustable, brings camera exactly to 
eye level for ease of viewing. Camera weight 


evenly distributed on both shoulders. 


165.00 


alangordon enterprises ine. 


SALES AND RENTAL DIVISION: 1430 N. Cahuenga Blvd., Hollywood, Calif. 90028 


Telephone: Sales — (213) 985-5500 / Rental — (213) 466-3561 
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LIGHTING THE SHOW FOR OVER 30 YEARS! 


In 1956 thousands witnes- 
sed the 7his /s Your Life 
Network Show honoring 
Ernest Breech. Lighting was 
by Jack A. Frost. 


Tons of Frost lighting equip- 
ment traveled to Havana for 
this 1958 Steve Allen TV 
Show. Today Frost experts 
are still lighting “the show” 
wherever temporary lighting 
and power are needed. 


Frost has been creating ar- 
tistic lighting effects for 
special exhibits, such as this 
Flower Show, for over a 
quarter of a century. 


The first Auto Show in Det- 
roit’s Cobo Hall started right 
with lighting by Frost and 
Frost is still lighting these 
important shows. 


Just call the EXPERTS/ JACK A. FROST 


HOME OFFICE c 

234 Piquette Avenue 
Detroit, Michigan 48202 
Phone: Area 313, TR. 3-8030 
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COBO HALL OFFICE 


1 Washington Blvd., Rm. 3143 
Detroit, Michigan 48226 
Phone: Area 313, WO. 2-1255 
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ATLANTA AWARDS 
Continued from Page 767 


Silver Medal 

Television 

“THE HARD CHARGERS 
... RUNNING THE STOCK CAR 
CIRCUIT” 

Time Life Films 

New York, New York 


Silver Medal 

Training 

“SHOOT—DON’T SHOOT” 
Motorola Systems, Inc. 
Chicago, Illinois 


Silver Medal 

Travelogue 

“THIS IS HAWAII” 
United Air Lines 
Modern Talking Pictures 
Chicago, Illinois 


Silver Medal 
Underwater 
“OCEAN DESERT” 
Fordel Films, Inc. 
New York, New York 


Silver Medal 

TV Commercial 30 Sec.—Live Action 
“WRESTLERS” 

Clinton E. Frank, Inc. 

Los Angeles, California 


Silver Medal 

TV Commercial 30 Sec.—Animation 
“YOUR LOVELY LIFE” 

Nationale Publiciteits Onderneming NV 
The Hague, Holland 


Silver Medal 

TV Commercial 30 Sec.—Public Service 
“STUDENTS FOR PEACE” 

Snazelle Films, Inc. 

San Francisco, California 


Silver Medal 

TV Commercial 30 Sec.—Mixed Media 
“T-BONE RODEO” 

William Cook Advertising 
Jacksonville, Florida 


Silver Medal 

TV Commercial 30 Sec.—Series 
“CALL OF DESTINY” CAMPAIGN 
Handley & Miller, Inc. 

Indianapolis, Indiana 


Silver Medal 

TV Commercial 60 Sec.—Live Action 
“RAINY DAY” 

Clinton E. Frank, Inc. 

Los Angeles, California 


Silver Medal 

TV Commercial 60 Sec.—Animation 
“CAVEMAN” 

Wilson, Haight & Welch Advertising 
Hartford, Connecticut 


Silver Medal 

TV Commercial 60 Sec.—Public Service 
“NO PLACE TO GO” 

WAVE-TV 

Louisville, Kentucky 


Silver Medal 

TV Commercial 60 Sec.—Series 
“IMAGE” 

Doe-Anderson Advertising Agency 
Louisville, Kentucky 


Silver Medal 

TV Commercial 60 Sec.—Political 
“MTA” 

Guggenheim Productions, Inc. 
Washington, D.C. 


Silver Medal 

TV Commercial—Less Than 30 Sec. 
“D DD CARTOON” CAMPAIGN 
Handley & Miller, Inc. 
Indianapolis, Indiana 


784 


Silver Medal 

TV Commercial—Longer Than 60 Sec. 
“DUNHILL PURDY’S” 

Audio Kine Africa Studios (PTY) Ltd. 
Cape Town, South Africa 


Silver Medal 

TV Commercial—Regional 

“SLOW MOTION MORNINGS 
CAMPAIGN” 

Handley & Miller, Inc. 

Indianapolis, Indiana 


Silver Medal 

Experimental—Animation 

“THE MASQUE OF THE RED 
DEATH” 

Zagreb Films & Contemporary 
Films/McGraw-Hill 

Yugoslavia and New York City 


Silver Medal 
Experimental—Mixed Media 
“COLORADO SCENIC” 
Barbre Productions, Inc. 
Denver, Colorado 


Silver Medal 
Experimental 
“BATTERY DAVIS” 
Philip Makanna 


Bronze Medal 

Short Subject—Live Action 
“THE FATHER” 
American Film Institute 
Beverly Hills, California 


Bronze Medal 

Lead-Ins & Trailers—Animation 
“THE ED SULLIVAN SHOW” 
Elinor Bunin Productions, Inc. 
New York, New York 


Bronze Medal 

Children’s Films 
“BACKWARD/FORWARD” 

The Moving and Talking Picture Co. 
Philadelphia, Pennsylvania 


Bronze Medal 

Corporate Image 

“PERSONALITY OF A MARKET” 
Feigelson, Giertz & Hall, Inc. 
Houston, Texas 


Bronze Medal 

Earth Sciences 

“GROUND WATER-THE HIDDEN 
RESERVOIR” 

Audio Productions 

New York, New York 


Bronze Medal 

Ecology & Conservation 
“JOURNEY INTO SUMMER” 
Xerox Films 

Ann Arbor, Michigan 


Bronze Medal 

Educational 

“GENETICS: MAN THE CREATOR” 
Hobel Lieterman 

Toronto, Canada 


Bronze Medal 

Flight 

“SPACE IN THE 70’S— 
AERONAUTICS” 

National Aeronautics & Space 
Administration 

Washington, D.C. 


Bronze Medal 

Fund Raising 

“WOULD YOU TAKE A SHARE” 
Aetna Life & Casualty 

Hartford, Connecticut 


Bronze Medal 

Graphic & Cultural 
“AURUM"” 

Gazelle Film Productions, Ltd. 
Association-Sterling Films 
New York, New York 


Bronze Medal 

History 

“JEFFERSON'S MONTICELLO” 
WRC-TV 

Washington, D.C. 


Bronze Medal 

Industry & Business 

“FIRE ON ICE” 

Peckham Productions Incorporated 
New York, New York 


Bronze Medal 

In House 

“IT'S ONLY NUMBERS” 
IBM Corporation 

New York, New York 


Bronze Medal 

Medical & Health 

“IVAN AND HIS FATHER” 
Dimension Films 

Los Angeles, California 


Bronze Medal 

Music & Dance 

“MIME OVER MATTER” 
SIM Productions 

Weston, Connecticut 


Bronze Medal 

Peace 

“WAR SERMON” 

David Bell Associates, Inc. 
Hollywood, California 


Bronze Medal 

Political 

“REQUIEM 29” 

David Garcia 

Los Angeles, California 


Bronze Medal 

Public Relations 
“QUARTET-—A SKI STORY” 
Summit Films 

Denver, Colorado 


Bronze Medal 

Public Service 

“IT TAKES A LOT OF HELP” 
Kemper Insurance 

Modern Talking Pictures 
Chicago, Illinois 


Bronze Medal 

Recruitment 

“HAPPINESS IS MALIBU” 
Vik-Winkle Productions 
Studio City, California 


Bronze Medal 
Religion & Ethics 
“TODAY IS MINE” 
Charles R. Depriest 
Nashville, Tennessee 


Bronze Medal 

Safety 

“DRIVING—OR DRIVEN?” 
Aetna Life & Casualty 
Hartford, Connecticut 


Bronze Medal 

Sales 

“READING: A GIFT FOR LIFE” 
Goldsholl Associates 

Northfield, Illinois 


Bronze Medal 

Scientific, Research 
“MARINER MARS ‘69” 
Jet Propulsion Laboratory 
Pasadena, California 


Bronze Medal 

Social Welfare 

“GERONIMO JONES” 

Learning Corporation of America 
New York, New York 


Bronze Medal 

Sports 
“JEFFRIES-JOHNSON 1910” 
Bill Kimberlin 

San Francisco, California 


Bronze Medal 

Television 

“GOD SAVE THE QUEEN” 
WKYC-TV 

Cleveland, Ohio 


Bronze Medal 

Travelogue 

“GETAWAY TO THE UNCOMMON 
LAND” 

Trans World Airlines 

Spectrum Associates 

New York, New York 


Bronze Medal 

TV Commercial 30 Sec.—Live Action 
“BEETLE” 

Kinro Advertising Co. 

Atlanta, Georgia 


Bronze Medal 

TV Commercial 30 Sec.—Animation 
“FLAGPOLE” 

Kim & Gifford Productions 

New York, New York 


Bronze Medal 

TV Commercial 30 Sec.—Public Service 
“HEADS YOU LOSE” 

Artichoke Productions, Ltd. 

Toronto, Ontario, Canada 


Bronze Medal 

TV Commercial 30 Sec.—Series 

“RIDE THE BACKS”, “ENERGY 
KIDS”, “BRICKS” 

Medion, Inc. 

San Francisco, California 


Bronze Medal 

TV Commercial 60 Sec.—Live Action 
“UNDERMINERS” 

Kinro Advertising Company 

Atlanta, Georgia 


Bronze Medal 

TV Commercial 60 Sec.—Animation 
“CLOCK” 

Dolphin Productions 

Computer Image Corporation 
Beverly Hills, California 


Bronze Medal 

TV Commercial 60 Sec.—Public Service 
“WHAT TEETH ARE FOR” 

Life Style Productions, Inc. 

Chicago, Illinois 


Bronze Medal 

TV Commercial 60 Sec.—Series 
“CUTTING HORSE” 

William Cook Advertising 
Jacksonville, Florida 


Bronze Medal 

TV Commercial 60 Sec.—Political 
“CHECKERS” 

Guggenheim Productions, Inc. 
Washington, D.C. 


Bronze Medal 

TV Commercial—L onger Than 60 Sec. 
“CREDITAP” 

Audio Kine Africa Studios (PTY) Ltd. 
Cape Town, South Africa 


Bronze Medal 

TV Commercial—Regional 
“BELL BOUTIQUE” 
Handley & Miller, Inc. 
Indianapolis, Indiana 


Bronze Medal 
Experimental—Animation 
“STEEL” 

Computer Image Corp. 
Beverly Hills, California 


Bronze Medal 

Experimental—Mixed Media 

“INTERMISSION” 

Farquahar Productions P 
Newport Beach, California 


Bronze Medal 

Experimental 

“FLAT FLIP FLIES STRAIGHT” 
Dallas Garred 

Pelham, New York 
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"IRA AGES””’ 


By RON WILLIAMS 


Director/Cameraman 


Film is, or at least should be, a visual 
art. Unfortunately, many filmmakers 
continue to rely on narration and dia- 
logue as their primary tools for com- 
munication. We approached the produc- 
tion of “IMAGES” with two major 
objectives. Firstly, to clearly establish 
the primary aim of the client. And 
secondly, to realize this aim visually, 
with a minimum of descriptive narra- 
tion. 

My producer, David M. Gentile, and | 
started the script-writing by outlining all 
of the ideas we wished to communicate 
without using any dialogue or narration. 


bal: 


Our hope was to communicate complex 
ideas solely through visual means. Narra- 
tion or dialogue would be used only as a 
last resort. The result is a seventeen- 
minute film without a word of narra- 
tion. At only one point in the film was a 
voice track used and that was limited to 
a thirty-second segment during which a 
radio voice is heard. 

“IMAGES” was made for The Wom- 
en’s Division of the Greater Miami Jew- 
ish Federation and was originally con- 
ceived as a multi-media slide and tape 
presentation budgeted at $500.00. But 
as ideas began to take shape, the pro- 


GOLD MEDAL 
Fund Raising 


duction seemed much more suited to 
film. Five hundred dollars, however, was 
the limit. Perhaps, | thought, a 10- 
minute film could be made with such a 
budget if we could cut every cost other 
than laboratory charges. The subject 
was interesting and we were excited by 
the challenge so we decided on a rather 
risky course of action. We would fi- 
nance the production, keep the cost to a 
minimum, and hope that the client 
would be impressed enough to purchase 
the finished product. 

The film presents a day in the life of 
a suburban Jewish-American housewife. 
We follow this young devoted mother 
through the activities of her day ... but 
we also take a look at the problems 
which exist around her, problems which 
The Greater Miami Jewish Federation 
works to solve daily. Involved only with 
the needs of her family, the mother is 
unaware of the black and white intru- 
sions which, among other things, con- 
trast the youth of her son on his bicycle 
to the decay of a man in a wheelchair— 
the warmth of her family gathered for 
the traditional, Friday night dinner with 
the loneliness of a single woman forgot- 
ten in her small apartment and the 
tranquility of her home with the con- 
flict of the war in the Near East. 


To save time in the exposition of the 
more routine aspects of the family’s life 
we employed split screen. There are 
four sections of split screen in the 
film—morning activities, a shopping se- 
quence, dinner preparation, and a sec- 
tion in the Israel part of the film. If 
produced in an optical laboratory the 
cost of these sections would have been 


Examples of several split-screen configurations created for “IMAGES”. Though such effects 
would normally require intricate and expensive optical printing, they were made simply and very 
inexpensively by rear-projecting 35mm slides onto various areas of a one-foot-square piece of 
ground glass, and then filming them with a locked-down Beaulieu R16B camera equipped with an mere $125.00. This was_ possible 


prohibitive. However, we were able to 
create 4% minutes of split-screen for a 


Angenieux 12mm-to-120mm zoom lens. through the use of 35mm slides and a 


(LEFT) The film’s “star”, Helene Berger, discusses the morning sequence with Director/Cameraman Ron Williams. The Bergers generously donated 
their time and home to the project. (CENTER) Split-screen set-up, employing a Kodak Carousel slide projector, one-foot-square ground glass and a 
Beaulieu R16B camera. This same camera was used for filming the entire production. (RIGHT) The author found the Beaulieu R16B to be totally 
capable of professional results. Camera is shown mounted on Samcine body-brace. 
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New Eclair ACL: 
the size and 
the weight! 


Sync sound and silent running 
in a camera that weighs 8% pounds 
and is less than a foot long. 


K= Nelson has made a short documentary 
film with an ACL. “In the past, I’ve always 
looked around for a place to rest the camera 
between shots,” says Mr. Nelson. “But with 
this new one, I found it didn’t occur to me to 
put it down.” 


With its 200 foot magazine and without a 
lens, the ACL weighs less than 9 pounds and 
measures 11% inches from front to back. Half 
the size of its competitors. Less than half the 
weight. 


This is the most inconspicuous camera on 
the market. It’s completely silent, of course. 
Hand-held, it’s much smaller and lower than 
your head, as you can see. The battery weighs 
about a pound and fits into your pocket. 


And the ACL is fast. You can change its 
clip-on magazine in less than five seconds. No 
threading; no need to touch the film at all. Film 
maker Eric Saarinen says: “This is the first 
silent camera you can run with.” 


The ACL has a crystal-control motor. 
Sync sound with no connection whatever be- 
tween camera and tape recorder. Fantastic 
accuracy. Sync error is less than 4% frame in one 
continuous 200 foot take. That’s 8,000 frames. 


786 


What else? A universal lens mount that 
lets you use any lens with any mount. Ex- 
tremely bright and precise reflex viewing, with 
a viewfinder that rotates 360 degrees. And a 
price that’s considerably lower than the com- 
petition. 


For more information, ask us for our free 
ACL brochure — and the price list. 


aciair 


Eclair Corporation: 7262 Melrose Ave., Los Angeles, Calif. 
90046; and 73 S. Central Ave., Valley Stream, N.Y. 11580. 
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Film '/1 


The International Film Technology 
Conference and Exhibition 


By P.A. WEST 


London 


For cinematographers, the most in- 
teresting part of the “FILM ‘71” Inter- 
national Film Technology Conference 
held in London June 21 thru 25 was 
probably the morning session on Wed- 
nesday, June 23, when some of the 
world’s top camera and optical designers 
presented papers on motion-picture 
camera design. Contributors included 
world-famous veteran George Mitchell, 
designer of the world-standard studio 
camera which bears his name, whose 
paper ‘Factors in Motion-Picture De- 
sign’’ (read by his son Tom) pinpointed 
the three main areas to which camera 
designers must address themselves—qual- 
ity of the imagery produced by the 
camera, quality of the camera itself as 
regards its reliability, and cost. He 
stressed the vital importance of image- 
steadiness, which could only be ob- 


tained by positive registration, and an- 
nounced that for his new company, the 
Gamit Corporation (from 
G.A.MITchell), he had designed a new 
series of light and simple cameras em- 
bodying a two-pin vertical registration 
movement. This is suitable for 16mm, 
35mm and Super-8 professional cam- 
eras, although at present the company 
has devoted most of its development 
effort to the 16mm version and hopes 
to have a production prototype finished 
by September 1971. 

Heretofore, positive registration 
movements have always utilized two 
pins separated along a horizontal base- 
line, the Gamit 16 separates them along 
a vertical base, so that with the dual 
pull-down claws they are aligned along 
one row of perforations. This not only 
results in a simple and light movement, 


As with FILM ‘69, London’s posh Royal Lancaster Hotel again served as official headquarters for 
FILM ‘71, The International Film Technology Conference and Exhibition. Foreign delegates 
representing motion picture interests in all parts of the world converged on London for the 


highly successful five-day meeting sponsored by the British Kinematograph Sound and Television 


Society. 
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but permits easy conversion from stand- 
ard to Super 16mm. Similarly, on 
35mm film it would permit a Super-35 
format with a wide-screen image extend- 
ing over part of the film now occupied 
by a row of perforations. 

The low mass of the movement is 
also suitable for fast pull-down, and 
Mitchell is hopeful of achieving a 
300-degree maximum shutter opening— 
effectively % stop faster than that of 
most existing cameras—which would 
permit shooting in light levels that are 
not possible at present, and which 
would also allow the light level for a 
given lens aperture to be reduced by 
40% (from 400 to 240 foot-candles, for 
example). Stroboscopic effects should 
also be reduced. Such large shutter 
angles present a problem for reflex 
viewfinding, and a pellicle may have 
advantages over a spinning mirror. The 
camera will be driven by a crystal- 
controlled motor at 24 or 25 f.p.s. for 
cordless sync-sound shooting, and will 
use simple, clip-on 400-foot magazines. 

During the reading of Mitchell’s 
paper, H.R.H. Prince Philip, the Duke of 
Edinburgh, paid his visit to the lecture 


hall, and after listening to the discussion 
he met and talked with most of the 
speakers, who apart from Mitchell, fa- 
ther and son, included such well-known 
figures as Robert Gottschalk, President 
of Panavision; Ed Di Giulio of Cinema 
Product Developments; Marcel Beaulieu; 
Austin Coma of Eclair-Debrie; Reinhold 
Schutz of Arnold & Richter; and others, 
and then went on to address the confer- 
ence. 

Welcoming the many foreign dele- 
gates from all parts of the world, the 
Duke said that, in his opinion, talking 
shop was about the best basis for 
international understanding one could 
hope to find anywhere. That sort of 
discussion broke down all barriers of 
language, race, creed, nationality, class 
and everything else which divided 
people. No amount of correspondence 
or technical articles were quite the same 
as an hour with a man, face to face, who 
knew as much about one’s business, if 
not more, than one did oneself. He 
added that there was no doubt that the 
technology available to film-makers had 
made tremendous strides, but that, un- 
fortunately, good technology did not 
guarantee good films. While all could 
agree about colour, about focus, sound, 
scratches and all the technical qualities 
of the film, he didn’t think there could 
ever be general agreement about the use 
to which this technology was put. The 
difficulty about the motion-picture bus- 
iness was that it required real talent in 
all departments—talent among writers, 


producers, directors, professional actors, 
cameramen, lighting and sound engi- 
neers and all the others in the back 
rooms working with their ‘“‘black 
boxes’’, and it was only when you had a 
team like that together that the technol- 
ogy became really important. The best 
equipment in the hands of incompetent 
or unimaginative amateurs was as useless 
as a piano in the hands of someone who 
was tone-deaf. 

Earlier, the Duke had toured the 
equipment exhibition and seen the lat- 
est in film production equipment from 
various parts of the world. The newest 
exhibit at the show was probably the 
new Panavision R-200 reflex camera, 
which was making its world debut. 
During the camera designers’ forum Bob 
Gottschalk, assisted by Sydney Samuel- 
son, from Panavision’s European agents, 
Samuelson Film Services, described its 
novel points: A speeding-up of the 
pull-down mechanism has permitted the 
maximum angle of the mirror shutter to 
be increased to 200 degrees, and it was 
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his son, Tom. 


claimed that tests evaluated by MGM 
and Technicolor in Hollywood showed a 
one-stop increase in speed over pellicle- 
finder cameras. If required, it is possible 
to use a pellicle in place of the spinning 
mirror. Other features include a variable 
magnification (zoom) finder eye-piece 
that can be set to suit any cinematog- 
rapher, director or operator—and re-set 
very quickly, as the selected magnifica- 
tion and eye focus positions can be 
marked on white strips adjacent to the 
relevant controls. An optional deana- 
morphosing facility is built in. Focus- 
pulling can be done from either side of 
the camera or from the rear, with the 
possibility of remote operation by a 
simple flexible cable control. The focus 
puller can mark up special positions on 
white strips that attach magnetically 
behind the focus knobs. The variable 
shutter has adjustable limit stops, so 


al interest to those attending were exhibits of the latest in motion picture equipment. (CENT 
features of the new Panavision R 200 camera to H.R.H. Prince Philip, Duke of Edinburgh. At left is Panavision President Robert Gottschalk, at right, 
BKSTS President David Samuelson. (RIGHT) Mr. R. Schutz, Export Manager of Arnold & Richter, K.G. shows the new Arriflex 35 BL to Rank Film 
Equipment Joint Manager, T.M. Wheeler. (BELOW) Prince Philip chats with George Mitchell (designer of the famed camera that bears his name) and 


many places, gathered to hear the various interesting papers and observe demonstrations 
presented. Of special interest was the seminar on camera design, during which some of the 
world’s foremost camera and optical designers presented papers. 


ER) Sidney Samuelson points out 


(LEFT) Dynalens and video viewfinder mounted on the Arriflex 35 camera (Samcine). (CENTER) The Jensen Multisync crystal-control unit for the 
Arriflex 16 BL. (RIGHT) The Eclair NPR camera, with crystal motor in hard blimp and Add-A-Vision electronic viewfinder, as used on the “JASON 
KING” TV series, filmed at EMI-Elstree. 


that it is possible to alter shutter angle 
on a shot by feel, without even looking 
at the control; the stops can also be 
used to lock the shutter in its normal 
fully-open position. 

Camera drive is normally from the 
Panaspeed_ electronically-controlled 
motor, with a choice of crystal lock or 
8-32 f.p.s. variable speed operation, 
with electronic tachometer indication. 
The changeover between the two meth- 
ods of operation is safeguarded against 
‘accidental movement by an effective 
lock. The matte-box can take three 
filters, all rotatable, plus a fully adjust- 
able polascreen. In addition, a filter-slot 
for gelatines is fitted behind the lens, 
but far enough from the film not to risk 
casting shadows from dust or dirt parti- 
cles. Magnesium castings make this cam- 
era some 40 pounds lighter than other 
comparable studio reflex cameras. If 
necessary, a 400-ft magazine with its 
own blimp cover can reduce the height 
and weight of the camera still further. 

Along with the camera, Panavision 
introduced a new set of super-speed, 
high quality spherical (non-anamorphic) 
lenses, which are 1—2 stops faster than 
the nearest equivalent modern optics for 
studio reflex cameras. The fastest in the 


(LEFT) The PION 35mm Double-bank Projector (Samcine). (RIGHT) Prototype of the new 
Kodak hot-wire splicer for polyester-based films. 


(LEFT) New Canon 35 Macro-zoom lens mounted on Cinema Product Development’s SPR-Mitchell camera. (CENTER) The new Beaulieu R16B 
(PZ) 16mm camera, with built-in power zoom lens and Pilotone generator. (RIGHT) Panavision President Robert Gottschalk and Sidney Samuelson 
discuss new Panavision R 200 camera and super-fast new spherical 55mm, T/1.1 Panavision lens. 
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series is a 55mm T/1.1, and others 
include 28mm T/1.9, 35mm T/1.3, and 
127 and 150mm T/1.7 lenses as well as 
a new high-quality 20-120mm zoom 
lens fitted with a totally silent zoom 
motor. 

Another familiar speaker at the for- 
um was Ed Di Gulio of Cinema Product 
Development, who spoke on camera 
design philosophy. He pointed out that 
progress in technology was accelerating 
in a geometric progression, and he cau- 
tioned rental companies to look at their 
fees and perhaps amortise their equip- 
ment more rapidly, as they were basing 
their thinking on what had happened in 
the past, rather than on likely future 
progress. Recent developments had 
come partly from mechanics—new ma- 
terials such as plastics and carbon fibers; 
from optics—new computer-designed 
lenses, new optical materials, and high- 
efficiency anti-reflective coatings that 
had, for instance, made the design of 
pellicle-mirror systems possible by sup- 
pressing secondary reflection from the 
rear surface; and mainly from electron- 
ics—which have only been exploited to a 
very limited extent in the motion-pic- 


ture field to date. He expressed the 
Continued on Page 823 
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(LEFT) Prototype of Cinema Product Development’s new CP-16 newsfilm camera with crystal-controlled motor, based on the Auricon Cinevoice 
mechanism. (CENTER) laniro universal lamp base, with focusing mechanism, for fresnel luminaires, accepts 2K, 5K or 10K lamps, either standard 
tugsten or quartz. (RIGHT) EMI-blimped Eclair 16mm camera. 


(LEFT) Old Delft’s prototype 3-stage (bottom) and single-stage image amplifiers. (CENTER) P.A.G.-Honushin Polestar double-band conversion. 
(Double-band Developments). (RIGHT) View of Auricon mechanism inside Cinema Product Development's prototype CP-16 newsfilm camera. 
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camera converted for Pilotone, shown working with cassette tape 
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unit. 


New from Beaulieu! 


Introducing the Ri6BTE 
“ENDO” Scientific Research, 


16mm Camera. 


The Beaulieu 16mm ‘‘ENDO”’ camera has been 
specially designed as a scientific research cine- 
camera, and is ideally suited for endoscopic and other 
medical-type filming. 

The Beaulieu “ENDO” camera operator can instantly 
and automatically compensate for the rapid and unpre- 
dictable changes in exposure conditions encountered 
during endoscopic cinematography. 

The cameraman can also operate the “ENDO” camera 
on-off switch by remote contro/ (usually by foot pedal). 
This is an extremely important feature in endoscopic 
filming, since the cameraman’s hands must be as free 
as possible in order to easily control exposure and other 
vital camera functions, and—at the same time—manipu- 
late the ultra lightweight camera body and endoscope. 


CINEMA <> Beauliow 


A DIVISION OF HERVIC CORPORATION 


To receive literature on the Beaulieu 16mm ‘‘ENDO”’ camera, 
visit your finest camera store or write 

Cinema Beaulieu, General Office: 14225 Ventura Blvd., 
Sherman Oaks, California 91403. 
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THE BEAULIEU 16MM ‘‘ENDO'' CAMERA 
SHOWN IN USE WITH AN OLYMPUS 
ESOPHAGO FIBERSCOPE. 


The new Beaulieu “ENDO” camera has also been 
provided with a clear viewing spot in the center of the 
ground glass, which allows unimpeded viewing during 
filming in the low light conditions usually found in endo- 
scopic explorations. Another aid in countering these low 
light levels is the mirrored shutter on the Beaulieu 16mm 
“ENDO” camera, which permits 100% of the available 
light to reach the film plane, and—alternately—100% of 
the available light to reach the viewing screen. 

In addition to endoscopic and other research-oriented 
cinematography, the Beaulieu 16mm ‘‘ENDO”’ 3-lens 
turret camera is also ideal for all types of normal film- 
ing, whether for professional purposes or simply for 
pleasure. 


OTHER BEAULIEU “ENDO” CAMERA FEATURES 


1) Extremely Bright Reflex Viewfinder (specially 
designed for low light level photography) [1] Thru-The- 
Lens Exposure Control [J Lens Interchangeability (“‘C”’- 
mount) [] Frames-Per-Second Range: 2 fps through 
64 fps []) Camera Body Weight: 4% Ibs. [] Nickel- 
Cadmium /ong-life Battery (interchangeable power sup- 
ply housed in camera handgrip) () Plus, a full range of 
professional accessories, including a 200 ft. daylight- 
load 16mm Magazine, Microscope Adapter, etc. 
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From the Southwests Largest 
Professional Equipment Dealer 


BOLEX 4-16 EBM ELECTRIC 


A lightweight, electrically-driven, 16mm _ camera, 
built to professional standards with 100 or 400’ 
capacity, for silent or sync sound filming. 


The main features and advantages of the BOLEX 
H-16 EBM Electric are: 


Built-in electric motor with electrically-controlled 
and stabilized speeds. 


Same motor used for normal filming, slowmotion, 
accelerated motion and sync sound filming. 


Film capacity: 100’ with basic compact unit, or up 
to 400’ with magazine accessory 


Lightweight rechargeable battery built into the 
Camera’s handgrip for convenient handheld film- 
ing or tripod use. 


Syne sound filming with crystal or sync pulse 
generator with automatic slating of film and tape. 


Rugged, solid bayonet lens mount with instant 
changing of lenses. 


Flicker-free reflex viewing with 14X magnification. 


Rugged, professional camera construction for re- 
liable performance with professional picture 
quality, and registration picture steadiness, with 
proven registration claw. 


CAMERA OPERATION 


100’ reels (single or double perforated film) with 
basic camera, or 200’ reels and 400’ films on core 
with accessory 400’ magazine and take-up motor. 
(Same magazine and take-up motor used on other 
Bolex models.) 


SOLD BY 


PROFESSIONAL CINE PRODUCTS, INC. 


(Gordon Yoder) 


2959 Ladybird Lane 


(214) 357-3045 


Dallas, Texas 75220 


A good little microphone, the E-V 

@ 635A. But just how good? After 

all, it was intended to replace the ‘‘work- 

horse” Model 635...a dynamic micro- 

phone that had earned its title under 

fire in studios and on remotes all around 
the world. 


So when we introduced the 635A we 
put it to a critical test. A major recording 
studio was loaned a dozen 635A’s and 
asked to test them. The engineers weren’t 
told the price, but they got the idea that 
it was somewhere near $300.00. 


They were so delighted with the sound 


Can atough 
little, 
low-priced 

microphone ¢ 

make the 


big time? 


(A success story.) 


that they cut several big band recordings 
with nothing but 635A’s. ‘‘Best $300.00 
microphone we’ve got.’ Then we told 
them the price. They were shocked. 
They couldn’t believe their ears. 


Meanwhile, 635A’s were beginning to 
appear in force on music and variety 
shows on every TV network. Mostly hand 
held. Something to do with ruggedness 
and good balance... but mostly because 
of the sound. Especially during ultra- 
close miking. 


The rest is history. Radio and TV 
newsmen quickly adopted the 635A as 


high fidelity systems and speakers « tuners, amplifiers, receivers ° public address loudspeakers 
* microphones « phono cartridges and stylii * aerospace and defense electronics 


their new “workhorse”. After all, news 
only happens once, and the 635A was 
their best insurance against bad sound. 


To most professional sound engineers, 
the E-V 635A is already an old friend, al- 
though it’s only been around since 1965. 


At the price, they can afford to use it 
almost everywhere. And they do. (We 
told you it was a success story.) 


ELECTRO-VOICE, INC., Dept. 811AC 
681 Cecil Street, Buchanan, Michigan 49107 


MODEL 635A Omnidirectional dynamic. Response 80—1 3,000 Hz. 
Output—55db. Balanced low impedance. Includes Model 310A 
stand clamp and lavalier neck cord. Fawn beige Micomatte finish. 


$94.50 list, less normal trade discounts 


SlecheVorce 


a GULTON subsidiary 


for the Creative Film Maker... 


THE FIRST TRUE VARIFOGAL LENS! 


THE K-35 
MACRO-ZOOM LENS 
FROM Canon 


A unique technical breakthrough for the professional film 
maker ... The Canon 5 x 25 mm MACRO-Zoom spherical 
lens system provides the highest resolution and lowest 
distortion (less than 3%) — with no loss of speed or light! 


The T/2.8 speed gives the creative professional one 
versatile lens covering the range of a set of fixed focal 
length lens — 25 mm to 120 mm... With the matched 
2X extender and companion 18 mm fixed focal length 
lens, complete coverage from 18 mm to 240 mm is 
achieved. 


Developed to the specifications of the Motion Picture and 
Television Research Center of the Association of Motion 
Picture and Television Producers. 


WORLD-WIDE DISTRIBUTOR: 
RDS, Tokyo, Japan 
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Independent MACRO-focusing permits total perspec | 
tive control of foreground relative to background. 


IACRO to long-shot with one lens — instan 


e Permits focusing to within 2” of the front element. 

e Lens remains in focus throughout the full range of 
zooming. 

e Dynamic interplay between MACRO and zoom — long 
focal length effect. 

e The largest image format: 18.669 mm x 20.093 mm 
diagonal, 28.9 mm diameter. 


U.S. Service Center 
Sales, Testing & Repair 


cS 


CINEMA PRODUCTS 


2044 Cotner Avenue, Los Angeles, 
Calif. 90025 TELEX: 69-1339 
TELEPHONE: (213) 478-0711 


For Further Information Wire or Write: 
Exclusive Distributor - U.S.A. & Europe 


FORMTEK, Inc. 


P.O. Box 19, 
Beverly Hills, Calif. 90213, U.S.A. 
Cable Address: FORMTEK 


Technology in the 
service of creativity. 
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ORI LOCATIORI WiTr-i 


Editor ropes his way down into a 1200-foot chasm 
to observe filming of a stark and violent tale 
that is a real ‘‘cliff-hanger’’ for cast and crew 
and, hopefully, will be for the audience, too 


By HERB A. LIGHTMAN 


Tallulah Falls, Georgia 

I’ve ended up in some odd places in my never-ending quest for interesting data to pass on to American 
Cinematographer readers, but the spot in which | find myself at the moment is one of the most unusual yet. At 
this writing, | am at the bottom of 1200-foot-deep Tallulah Gorge, a magnificent chasm through which flows a 
river with rapids and a spectacular falls that can be turned on and off as needed—just like at Disneyland. 

How | got here and what I’m doing in this place bears some explanation. It all started at the Atlanta Film 
Festival. As one of the finalist judges, required to sit through screenings of all the nominated films (60 hours of 
them this year) | was in my usual front-row-center seat in the darkened Symphony Hall blissfully watching 
away, when someone sat down beside me. | 

“Another candidate for a white cane,’”’ | thought, absently, without taking my eyes off the screen. When 
the lights came up at intermission, | discovered that my front-row companion was Hollywood cinematographer 


Continued overleaf 


(LEFT) Cast and crew of Warner Bros. production, “DELIVERANCE”, shown at work on Cahulawassee River in the back-country wilderness of 
northern Georgia. (CENTER) Director of Photography Vilmos Zsigmond (in wet suit) and producer-director John Boorman investigate possible 
location for shooting of a sequence. (RIGHT) On river bottom, rubber boats not only provide sole means of transportation, but serve as ‘‘dollies”’ 
and water-borne “‘camera cars’’, as well. 


a 


(LEFT) Camera and sound crews cling to narrow rock ledge for filming start of Jon Voight’s climb up sheer rock 200-foot cliff. (CENTER) Boorman 
directs Voight in rehearsal while camera is being set up for next scene. (RIGHT) On the bottom, where there is scarcely a square foot of level 
ground, crew members pick their way over slippery rocks, being careful to avoid light cables that seem to be stretched everywhere. 
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Burt Reynolds, who, like co-star Voight, 
does most of his own stunts in the film, 
takes advantage of time between set-ups 
to grab a few minutes of much-needed 
rest. 


Reflector and xenoarc lamp are used for 
fill lighting. Since standard Brute arcs are 
too heavy and cumbersome for such 
locations, and cannot be placed in water, 
xenon units are especially valuable. 


(LEFT) Scrim and diffused broad are used to even out the light. In order to accentuate nightmarish mood, direct sunlight is being avoided. 
Technicolor lab will increase contrast and add extra black to release prints in order to enhance stark effect. (RIGHT) The author photographed this 
scene from rim of Tallulah Gorge. 1200 feet below, and looking like a colony of ants, cast and crew members, with their boats and equipment, 


proceed with filming of “DELIVERANCE”. 


(LEFT) Documentary camera crew (foreground) sets up camera to film the film-makers at work—footage to be incorporated into promotional TV 
special. (CENTER) Cameraman, in rubber boat, shoots scene of principals canoeing on calm section of river. (RIGHT) Camera and sound crews, with 
equipment in rubber boat, prepare to follow canoes through treacherous rapids downstream. All such scenes are being filmed with sync-sound. 


(LEFT) Ripple effect, to simulate water reflecting on an actor’s face, is created by shining a Xenotech Sunbrute into a shallow pan of water, on the 
bottom of which are pieces of mirror. Agitating water produces the effect. (CENTER) Director, cameraman and soundman, in rubber boat, film 


sync-sound scene of Jon Voight in the water. (RIGHT) Camera is shown in open-topped glass box which permits lens to film at water’s surface or 


just below it. 


Vilmos Zsigmond. Though | had met 
him only once before on the West Coast 
(when he came to visit me with his 
fellow-Hungarian colleague, cameraman 
\aszlo Kovacs), | was well aware of his 
werk, the latest of which included the 
phatography of “RED SKY AT MORN- 
ING”, “McCABE AND MRS. MILLER” 
and Peter Fonda’s “THE HIRED 
HAND”. 


Zsigmond explained to me that he 
had come to Atlanta on this, his one 
day off from a six-day-a-week shooting 
schedule, primarily to invite me to visit 
the location site approximately 100 
miles north of Atlanta where, as Direc- 
tor of Photography, he was working on 
the Warner Bros. production, ‘““DELIV- 
ERANCE”, adapted from the best-sell- 
ing first novel by famed Atlanta poet, 
James Dickey. The picture, starring Jon 
Voight and Burt Reynolds, was being 
produced and directed by the gutsy 
English director, John Boorman 
(“POINT BLANK”, “HELL IN THE 
PACIFIC”). 

| thanked Zsigmond for the invita- 
tion and told him | would be most 
happy to accept, just as soon as | had 
done my duty to the Atlanta Film 
Festival. He called me from the location 
a few mornings later, according to plan, 
and arrangements were made for Warner 
Bros. to send a car and driver to pick me 
up and take me to the location. 

Arriving on schedule after | had 
finished an evening screening, the driver 
got lost five or six times trying to orbit 
free of the Atlanta city limits and 


finally headed north toward our destina- 
tion. On the way | reviewed in my mind 
what | had learned about the story of 
“DELIVERANCE”. It is a weird adven- 
ture yarn built around the premise that 
ordinary peace-loving people can some- 
times, through accidents of Fate, find 
themselves entangled in a nightmarish 
situation from which there is no escape, 
except by means of violence or even 
murder. 

Briefly, the storyline concerns four 
thirtyish solid citizens from suburbia 
who decide to make a canoe trip down 
the wild Cahulawassee River before a 
federal dam project, already underway, 
buries the river forever under a gigantic 
artificial lake. Along the way, two of 
the weekend adventurers are taken pris- 
oner by a couple of sinister mountain 
types who rape one of them and kill a 
third member of their party. Finally, 
the three surviving peaceful types are 
forced to kill the mountain men and 
hide their bodies in order to escape 
from the nightmare that has descended 
upon them. 

We arrive at our destination in the 


high back country of northern Georgia 


around midnight. It is a wide spot in the 
road called Tallulah Falls, about 10 
miles from the nearest real town, Clay- 
ton. Here, in a couple of motels perched 
on the edge of spectacular Tallulah 
Gorge, are quartered the 50-odd cast 
and crew members of “DELIVER- 
ANCE”. Vilmos Zsigmond, who, as it 
turns out, is a night-owl type like 
myself, has been waiting for me and we 


spend the next three or four hours 
sipping red wine and discussing the 
photographic challenges inherent in a 
project such as this. Since the story is 
no Rover Boys romp, but rather a tale 
of terror and suspense, the main prob- 
lem is to keep the photography from 
looking too pretty—which is not at all 
easy when the scenery is so beautiful. 

“We are trying to shoot this picture 
in a very realistic and modern style— 
which means, basically, that we want it 
to have a lot of contrast, but no harsh 
colors,”’ Vilmos explains to me. ‘‘We 
thought, at first, that we might desatur- 
ate the colors and get the effect we 
wanted by flashing the film, just as was 
done on my _ previous assignment, 
‘McCABE AND MRS. MILLER’. On 
that picture we used a certain percent- 
age of flashing for each sequence, de- 
pending upon whether it was sunny or 
overcast. We got nice desaturated color 
and a certain softness, which went very 
well with a story that takes place 
around the year 1900. But the story of 
this picture, ‘DELIVERANCE’, takes 
place today and it has to have a com- 
pletely different look, with everything 
sharp and contrasty. That’s why we 
decided not to flash the film or use any 
fog filters. 

“‘But there was still the problem of 
toning down the colors. When you’re 
working on location, there is no way to 
control outdoor colors, so we decided 
to have Technicolor do the desaturation 
at a later time by adding an extra tint of 
black to the color balance. We made 


(LEFT) Rubber boats serve, not only as vehicles of transportation in filming “‘DELIVERANCE”, but also as “‘dollies’” and “camera cars” for 
shooting on the river. (CENTER) Director John Boorman describes a set-up he has in mind to Director of Photography Vilmos Zsigmond. (RIGHT) 
Canoes rendezvous for filming of wild sequence through the rapids. A rubber boat with six or seven key technicians, plus camera and sound gear will 


follow. Equipment will be turned on when interesting spot is reached. 


some tests of that method and they 
really look exciting. You actually have 
the feeling of looking at a black and 
white picture—until you see the people. 
Their skin tones look so realistic that 
I’m sure everyone will wonder how we 
got a black and white look without 
changing the skin color at all. 

“Last week | had an interesting 

experience. We were going down the 
river when a storm came up. The sky 
became very overcast and it started to 
rain. | looked at the landscape and the 
water and they appeared exactly the 
same as in the tests we made, with 
Technicolor adding about 25% black to 
the color balance. That convinced me 
that we were doing the right thing with 
the photography of this film.” 
_ The next morning—crack of dawn, 
and all that—we make our way to the 
edge of the Gorge, which is practically 
right outside the door. The only way to 
get to the bottom, where the company 
is shooting, is to rope your way down a 
1200-foot almost-vertical cliff. | would- 
n't mind tackling it on skis, if the slope 
were snow-covered, but it’s simply very 
muddy and | have visions of losing my 
grip on the rope and ending up as a 
mud-pie at the bottom. What the hell— 
you only die once! 

The descent is as hairy as it promised 
to be, but with much slipping and 
sliding and_ involuntary pirouettes 
around the rope, | make it to the 
bottom. | pity the cast and crew mem- 
bers who have to do this act twice a 
day, but I’m informed that they have 
been selected as much for their physical 
agility as for technical skill. Even so, 
there have been accidents, though no 
fatalities as yet. 

Once on terra firma, Vilmos intro- 
duces me to Director John Boorman, 
who welcomes me aboard with warm 
cordiality. ‘“Vilmos and | spent a lot of 
time beforehand planning the picture 
and trying to give it an individual look 
of its own, which would help tell the 
story,’”’ he tells me. “I’ve always tried to 
get a color unity into my pictures and 
Vilmos and | spent,a lot of time visiting 
locations and discussing how we could 
do this. He was full of very marvelous 
ideas and we eventually decided to keep 
everything black and green, using a lot 
of contrast, and this is what we’ve done. 
It’s a problem for Vilmos, because I’m 
asking him to get a really very stylish 
look, while shooting under conditions in 
which it’s extremely difficult to impose 
style upon the environment. We have so 
many sequences that must be shot 
where you really can’t get much equip- 
ment into the area, but somehow he 
manages to get the effect. | feel that 


through working with xenon lights and 
crystal-sync motors and the fast film 
stock and so on, we’ve been able to get 
footage that would have been impos- 
sible to get two or three years ago. 

“We did one whole 10-minute se- 
quence in the deep woods on an over- 
cast day. It was shot almost entirely 
with the Panavision 55mm lens wide 
open at F/1.4, and the effect was 
marvelous. It had a very, very strange 
feeling—which is what we were after. 
This is a very strange and fierce and 
violent story, and we want to give the 
whole film the feeling of being some- 
what in another world—the world of a 
dream, a nightmare. That’s really, fun- 
damentally, what it is—but it’s also a 
kind of initiation story. It’s about a 
man, an ordinary guy, who’s just living a 
quiet life until he’s thrust into a situa- 
tion where he has to use emotional and 
physical resources that he didn’t even 
know he possessed. And so, the river is 
very representative in the story, symbol- 
izing the deep underground flow of the 
unconscious. That’s why we want to get 
this dark strange feeling into it.’’ 

Boorman excuses himself to super- 
vise the next set-up and I’m introduced 
to the stars of this dark drama, Jon 
Voight and Burt Reynolds. They are a 
very rugged pair of lads—and need to be 
because, I’m told, they’re doing most of 
their own stunts in this picture. 

“| slid down a 40-foot waterfall the 
other day,’’ Reynolds tells me. “‘It 
looked simple enough, but | lit right on 
my tailbone, on a submerged rock, and 
bounced about five feet in the air. Man, 


did that hurt. | could hardly move for 
several hours afterward.” 

The river just now looks: very tame 
indeed, a veritable pussycat of a water- 
way, but I’m told that’s because it’s 
been dammed upstream to provide hy- 
droelectric power. The authorities, how- 
ever, are extremely cooperative and will 
open the dam whenever turbulence is 
needed for the cameras. 

| get a chance to see this effect in 
action very shortly. Vilmos and his crew 
are now in wet suits and have the 
camera mounted on a rubber boat. The 
scene calls for Voight to dive into the 
raging river in a frantic effort to locate 
one of the foursome who is missing. 

When everything is in readiness, an 
assistant contacts the people at the dam 
by radio. “Okay, let ‘er rip!’’ he bawls. 
About five minutes later a torrent of 
white water comes roaring down the 
gorge, bursting over cataracts, churning 
into rapids and filling out the waterfall 
quite impressively. Neat! 

Voight dives into the boiling rapids 
and does his thing, while the rubber 
boat, with camera crew and director 
aboard, struggles to keep him zeroed in 
with the lens. After several takes, in- 
cluding a few for which the camera is 
submerged just below the water level in 
an open-topped glass box, the scene is in 
the can. Voight clambers onto the 
shore, wriggles out of his sodden jump- 
suit, and sits shivering on the bank in his 
long-johns. The assistant bawls, ‘Turn 
‘er off!’ and soon the river is flowing 
gently again, like sweet Afton. 

Continued on Page 805 


(LEFT) Cahulawassee River, at Tallulah Gorge, is normally a placid stream because water has 
been dammed upstream. (RIGHT) When dam is opened for filming a scene, the Gorge begins to 
boil with a torrent of raging white water. Dam authorities obligingly turned water on and off as 
needed during the shooting. 


LITTLE TRUMGS MAKE GREAT PLOTURES 
NEW B &S TELEZOOM 


Doubles the focal length of all Arri lenses 

TELEZOOM 3 is an all new 3-element Telezoom for the ARRI 16. 
Sharper, better, the new Telezoom converts your 12-120 Angenieux to 
24-240! The 9.5-95 to 19-190! Excellent color. Cat. No. 1380. NEW LOW 
PRICE, $79.50. 

TELEZOOM 5 is the most brilliant extender for the Arri 35 Angenieux 
Zoom Lens (25-250) ever developed. Exclusive at Birns & Sawyer — 
AND AS GOOD AS THE PRIME LENS ITSELF. Incredible fidelity, color 
and brilliance. Corner-to-corner coverage in all new 5-element design. 
Can be used on 16mm lens also. Cat. No. 1382. NOW, ONLY $99.50. 


SALEN SPECVAL 
NEW, IPPROVEY 
Bs 8 tWy-yoy 

Leaves both hands free for 
shooting. Versatile, sturdy, mobile! 
Of light-weight steel tubing, 
camera support swings full around 
curved base support. Quick 
release Belt-Loks. Complete with 


re ] R N Ss & SAWY Ee R 5 i Ni Cc “ choice of camera platforms. Cat. 
1026 NORTH HIGHLAND AVENUE No. 2126 for Arri 35 and Cat. No. 

LOS ANGELES, CALIFORNIA 90038 - (213) 466-8211 aiey nh ate: 20 Oban ee 
Hollywood ¢ Miami e Sydney « London e Tel Aviv e Hong Kong Price of only $99.50. 


; You know what a double-system projector can do 
Bauer introduces for you. The P6 Studio, with its advanced-design 
the P6 Studio: 16mm projector and hi-fi magnetic recording deck 
interlocked on one portable chassis, can do it better! 


Use it to assure perfect lip sync; as a preview 
AN ADVANCED and editing projector for TV and theatre screenings; 
as a multi-lingual projector and 25-watt portable 
DOUBLE-SYSTEM sound studio! 
16MM SOUND The P6 Studio also offers you: Optical-magnetic 
playback and magnetic record on the film deck: 
magnetic record-playback on edge track or center 
track on the audio deck. Sound-on-sound. Sound 
transfer. Synchronous motor. And much more! 
Bauer P6 Synchron. Sync motor for critical TV work. 
For synchronizing with tape recorders. Manual 
» threading. Optical playback, magnetic record- 
. playback. 
Bauer P6 Automatic 300. Super-quiet and super- 
bright. Uses the G.E. Marc-300* lamp (almost 4 times 
brighter than conventional tungsten lamps). Optional 
change-over device permits continuous showing of 
any length film. 
Bauer P6 Automatic. A superb A-V projector. Self- 


threading, with optical playback, magnetic record- 
playback. Sound-on-sound facilities. 


*TM—General Electric alii B f\ UER 
rifts 


ALLIED IMPEX CORP. DIVISION OF AIC PHOTO, INC 
168 GLEN COVE ROAD. CARLE PLACE. N.Y 11514 
Ba TM of Robert Bosch Photokino GmbH 


For more information, write Dept. AC-8. 


800 AMERICAN CINEMATOGRAPHER, AUGUST, 1971 


FILMING “DELIVERANCE” 


Continued from Page 799 

But it isn’t that way in other sections 
where the dams don’t contain the water. 
“This is a very wild river,” Boorman 
tells me. ‘“The most difficult stuff we’ve 
done so far has been the canoeing 
sequences in rough water. We’ve worked 
out a system where we put six or seven 
people and the equipment in rubber 
boats. The actors are in canoes, and we 
just go down river until we find a place 
where we want to shoot. We film 
everything with dialogue and it’s rather 
special, because you see the principals 
going down really fast water. They’ve all 
learned canoeing to an extent where 
they are capable of taking hazards, and 
they can ride through anything that an 
open canoe can navigate. They’re going 
through stuff which even very good, 
highly experienced canoeists wouldn't 
try. And, of course, we have to go 
through it, too. It’s hazardous and very 
trying, and you don’t have the luxury of 
an expeditor around to help you out.” 

Lunch is called—and that turns out 
to be a production, too. There’s no such 
thing as a commissary truck in these 
here parts. The food, prepared by loving 
hands in local kitchens, is trucked to the 
edge of the gorge. Getting it down to 
the hungry cast and crew is something 
else again. It has to be lowered by 
means of a jerry-rigged system of cables 
and pulleys. Then the trick is to find a 
place among the rocks to set up a 
buffet, where there is no level land. The 
next question is, where do you perch to 
eat your lunch? You pick out a rock 
and squat down on it with the plate in 
your lap, hoping you won’t end up with 
a crotchful of hot country gravy and 
grits. It’s a good thing | used to be a 
Boy Scout. 

Vilmos, still in his wet suit, pulls up a 
rock and joins me for lunch. Despite the 
fact that he’s had only about three 
hours of sleep (how well | know!) and 
has been clambering about the rocks 
like a mountain goat all morning, he is 
bright-eyed, bushy-tailed and rarin’ to 
go. 

“1 like working with John Boorman 
very much, because he depends on 
everybody in the cast and in the crew,” 
he tells me. ‘“John wants everybody to 
work very hard at his job, but, on the 
other hand, he’s like an orchestra con- 
ductor who brings the best out of 
everybody. 

“John knows a lot about photog- 
raphy, which makes it very easy for me 
to work on this picture. He knows, for 
example, that a scene shot on an over- 
cast day cannot match a shot that was 


filmed on a sunny day. You can match 
closeups easily enough, but not long 
shots. It’s really fantastic to work with 
John because he understands this. It’s 
very interesting to realize how much 
English directors know about weather. 
It’s probably because they have more 
problems of that kind in making their 
pictures than we do in California. They 
really have to struggle sometimes to get 
that look of visual continuity into their 
films. Other directors don’t seem to 
have the same feeling for continuity of 
weather. They want you to shoot if it’s 
sunny or overcast, or even if it’s raining. 
| think this is wrong, because there are 
certain things you just can’t do in 
matching light.” 

After lunch, it’s up and at ‘em again. 
They’re shooting scenes now in which 
Burt Reynolds, supposedly disabled 
with a broken leg, is lying on a rock 
ledge next to the water, while Voight 
prepares to scale the cliff. Reynolds 
likes this because he gets to rest his sore 
tailbone. 

In order to get the effect of water 
ripples reflecting onto his face, a Xeno- 
tech Sunbrute lamp is beamed into a 
shallow pan of water, on the bottom of 
which are shards of broken mirror. 
When the water is agitated slightly, the 
reflection is most realistic. This is an old 
cinematic trick, but I’ve never seen it 
done with a xenon arc before. 

“These xenon arcs are really helping 
us a lot,” Vilmos observes. “‘It’s a 
light-weight unit that one man can 
handle easily—even holding it while 
standing in the water. We brought them 
along, basically, because | knew we 
wouldn't be able to use Brute arcs on 
this show. Even if we had twenty more 
electricians we couldn’t use the Brutes, 
because it’s very hard to get them into 
position. Even the lighter Brutes are too 
heavy for us—and, of course, you 
couldn’t put them into the water. It 
would be impossible.” 

The next sequence concentrates on 
Voight climbing the cliff. Though there 
is a stunt double available, he elects to 
do it himself—which will be a hairy 
adventure, because this is a vertical rock 
precipice about 200 feet high, with 
hand-holds few and far between. The 
camera, on a tripod, is set up on a rock 
ledge that can’t be more than 18 inches 
wide and Vilmos clambers up to operate 
it himself. 

The shot is made without incident 
and the crew shifts things around for 
the next set-up. It would be hard to 
describe just how difficult this is to do 
on terrain where there is hardly a square 
foot of level ground. It’s a kind of grim 
ballet, scaling wet rocks and trying to 
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keep from falling into the river, while 
stepping gingerly around the cables 
which seem to be stretched everywhere. 

“Working in this gorge is pretty 
tough,’ Boorman concedes. *’The rocks 
are treacherous and slippery and people 
are falling all the time and bruising 
themselves. We’ve been very lucky not 
to have anything more serious. The 
actors and crew are in and out of the 
water continually. They’re wet all day 
long. | don’t remember when my feet 
were dry last. When you take your shoes 
off at night, you see this sort of soft, 
white, rough skin. Then you wake up in 
the morning and your shoes are still 
wet—so you grit your teeth and put 
them on again, and you put on your wet 
suit, which is cold, and you shiver for a 
little while. Then you come down to the 
water, and as soon as you’ve made that 
first plunge in, you’re into another day 
and you don’t think about it anymore. 

“But the crew we've got is hand- 
picked and is made up of types that like 
this kind of thing. They love it. They’re 
a terrific bunch of guys—always in the 
water, helping out with the shots. We’ve 
really got a very good spirit.” 

Inevitably, the time comes when | 
must leave this rocky paradise. The 
question arises as to how I’m going to 
be able to do that hand-over-hand scene 
up 1200 feet of rope, while carrying my 
45 pounds of cameras, recorders, etc. 
Someone suggests that | send it up on 
the Rube Goldberg pulley-and-cable 
goodie, but I’ve just dropped my Hassel- 
blad on the rocks (something now rat- 
tles around inside and | can’t see any- 
thing through the viewfinder), so I’m a 
little bit wary of that scheme. 

“It's fairly safe,” I’m told, “even 
though we did lose a Panavision zoom 
lens off of it the other day. It fell into 
the drink—but there’s nothing wrong 
with it that a couple of thousand dollars 
worth of repairs can’t make right.” 

Reassuring! 

In the end, | decide to risk the 
equipment on the cable thing, rather 
than buck for a heart attack while 
hauling all that gear by hand. 

Up on top, the driver is waiting to 
take me back to Atlanta—back to civili- 
zation, with its crowded freeways, hints 
of smog, and overpowering skyscrapers. 
Somehow, compared to all this natural 
magnificence, it doesn’t seem too ap- 
pealing. 

| take one last look down from the 
rim of Tallulah Gorge. Far below | can 
see the cast and crew of ‘“DELIVER- 
ANCE” getting ready for the next set- 
up along the river. 

They look like ants—very busy ants. 

But happy ones. a 
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The world’s finest filters 


at your local cine dealer wherever you are 


| Tiffen 

Offers Its 
Optical and 
"=. Filter System 
Brochure to You 

by Return Mail 


All the sizes, the colors, the 
threads, the holders, adap- 
ters and accessories... all 
of the details you need to 
complete your camera sys- 
tem are incorporated in this 
just-off-the-press brochure: 
TIFFEN PROFESSIONAL LENS 
ACCESSORIES. 

Write today for your copy. 
Or ask your cine supply house 
for further information on the 
complete line of Tiffen opti- 
cal aids. 


NEW 
138mm FILTERS 


for Angenieux 20-120 (6x20) 
F2.6 lens. Available in all 
standard colors, combination 
colors and neutral densities. 
Close-up lenses in +14,1,2,3. 


RECTANGULAR 
FILTERS 


for Arri 16 matte box. Avail- 
able in all colors and neutral 
densities 0.1-1.0. 


TIFFEN | 


@ 


PHOTAR 


No T7371 


At Last! A $2.00 
Filter Catalog With 
Transmission Curves— 
Percentages! 


Tiffen Photar Filter Glass 
Catalog is now available, to 
aid the technical and profes- 
sional community. Included 
are the optical, physical and 
transmission characteristics 
covering the extensive list of 
Photar Filter Glass colors. 

To receive your copy 
send $2.00 to Tiffen Optical 
Co., Dept. ACS. 


TIFFEN OPTICAL COMPANY 


71 Jane Street, Roslyn Heights, L.I., N.Y. 11577 


Selected by NASA for Apollo flights and earth resources programs 


ee —_) 


. 


300mm f/3.2 Century Tele-Athenar 
famous for its apochromatic sharpness 
and as the world’s fastest 300mm Cine 
telephoto, yet ultra lightweight. Prices 
start at only 399.50. 


iG) 


3.5mm f/1.8 Century Extreme Wide 
Angle. Probably the most advanced wide 
angle lens ever developed. Imagine 165°! 
Covers full 16mm frame. ‘‘C’’ mount or 
RX 499.50. Arri 16 model 795.00. 


collimated. 
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Le | 
Duplikin Ill for copying 35mm slide 
scenes with your 16mm camera. Preci- 
sion made so you can fill in whole 
sequences or even create a complete 
film from your slides. From 159.50. 


a= — 
Duplikin IV 16mm “freeze frame’”’ printer 
head for your 16mm camera. Save time, 
money and creative flexibility. No cutting 
of original. Precision made. From 189.50. 


230mm f/3.8 Century Tele-Athenar. 
Razor sharp even wide open; fully apo- 
chromatic. Feather weight. The logical 
tele-lens to accompany your 12-120 
zoom. Approx. 24 oz. From 199.50. 


on “ 
fe Py 


‘| 


5.7mm f/1.8 Century Super Wide Angle 
lens. Now for the first time a much 
needed 5.7mm lens at a popular price. 
Only 8% edge distortion. A superb in- 
strument for the creative documentary 
filmer. ‘‘C’’ mount 349.50. 


Write for literature on these and other exclusive Century Precision Products. Shipped direct from our North Hollywood plant. Serving 
professional cinematographers since 1948. Sold on a 30 day trial basis, fully guaranteed. Every lens optical bench tested and precision 


Century Precision Cine/Optics 
10661 Burbank Blvd., North Hollywood, California 91601 (213) 766-3715 
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Alan Gordon Enterprises is having 
a scene slate and stopwatch sale 
with prices to fit every film maker’s 


budget. Before you shop anywhere, 


check AGE Inc.’s prices first. 
Most pros do. 


1+ KingKlapper 


KingKlapper — Compact audio and visual 
clap board with integral signal gener- 
ator and synchronizing light. Can be 
secured to Nagra, provides silent scene 
slating. Size 71/2’’x10”. Regular price 


$150.00 

SALE PRICE: cisricc ecsuslerad $139.95 
2*NCE DeLuxe Professional 
NCE DeLuxe Professional — Sturdily 


built, all metal body. Folds in half for 
compactness. Has flip numbers from 


0-9 which fit into individual slots. Size 
1212"x11l". 


SALE PRICE 


Regular price $45.00. 


SALES (213) 985-5500 
RENTALS (213) 466-3561 


3°AGE Beane Slate 


AGE Economy Slate —A professional slate 
at economy prices. Large 121/2/x1312” 
size makes for easy readability on eras- 
able surface. Large and easy to handle 
clapstick. Regular price $8.95. 


SALE PRICE 


4+ Pocket Scene Slate 


Pocket Scene Slate — Small 4/’x5” size 
makes this the ideal slate for the cam- 
eraman on the go to carry in pocket. 
White, plastic surface makes for easy 
readability of all geiuired information. 
Regular price $2.5 


SALE PRICE 


Stopwatches 
Filmmeter 106-F — Has regular fifth- 


second scale plus 90-foot-per-minute 
scale as well as 36-foot-per-minute 
scale to register footage in 35mm and 
16mm film respectively. Long hand com- 
pletes one revolution in 60 seconds, 
small hand registers up to 30 minutes. 
Special ‘‘Time Out’’ feature. Non-mag- 
netic, 7 jewels, Lever movement, nickel 
chromium finished case. Regular price 
$40.75, 


SALE PRICE 


SERVING THE WORLD 


alan gordon enterprises ine. 


1430 N. 


The Filmmeter 106-F 


Filmmeter 106-LF — Same features as 
106-F only watch is larger in size. Reg- 
ular price $43.00. 


SALE PRICE 


Filmmeter 222 — NEW Radio-TV model 

for ‘‘On the Air.’’ Red dial gives ‘‘time 

left to go’’ without written or mental 

calculation. Large sweep hand gives 

‘seconds left to go,’’ small hand gives 
aloe left to go.’’ Regular price 
1.00. 


SALE PRICE 


CAHUENGA BLVD.+ HOLLYWOOD, CALIFORNIA-90028 


Uver IJUU miles of Metracolor film p 


..at MGM Laboratories; — enough to stretch 
from coast to coast in less than three weeks, 
Our reputation for exacting standards is 
world wide; excelling in 35mm to 70mm, 
65mm to 35mm “wet gate’ printing and sound 
Striping. Also “under the same roof,” our 
Optical and Title Departments, turning out 
the latest and the best, maintain a leadership 
second to none. All these combined facilities 
are uniquely programmed to service both feature 
and commercial producers. Call or write us. 


MGM LABORATORIES, INC. » CULVER CITY + CALIF. 90230 * TEL. 836-3000 - AREA CODE 213 - CABLE ADDRESS: 
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NEGATIVES 
with 
COLOR 
CORRECTION 


COMPUTERIZED 
PRINTING 


Western Cine color duplicating is the better 
way to achieve the fine results you expect! 
Our computerized lab equipment permits wide 
flexibility that enables you to do more with 
. color correction, variable fade 
and dissolve lengths, zero cuts and R/F cueing. 


your film. . 


And because the duplicating process is com- 
pletely programmed and computerized, better 
quality control and economy result. 


COMPLETE LAB SERVICES 
COLOR PROCESSING 
EKTACHROME COMMERCIAL EF & MS 


LIPSNER-SMITH ULTRASONIC FILM 
CLEANING ON ALL ORIGINALS 


COMPLETE SOUND RECORDING, 
OPTICAL PRINTING TRACKS 


OPTICAL PRINTING 16mm to 16mm 
and 35mm to 16mm 


INTERLOCK PROJECTION 
8mm PRINTING 


Send for Producers’ Net Price List 


DENVER 
312 So. Pearl St. - Denver, Colo. 80209 


HOLLYWOOD 
Cine Craft 
8764 Beverly Blvd. - Hollywood, Calif. 90048 


Conducted by CHARLES G. CLARKE, ASC. 
and WALTER STRENGE, ASC. 


(Inquiries are invited relating to cinematographic problems. Address: 
Q. & A., AMERICAN CINEMATOGRAPHER, P.O. Box 2230, Holly- 


wood, Calif. 90028.) 


Can you tell me how to “flash” 

my film to reduce contrast? Also, 
will Kodak come up with (a) ECO for 
35mm; (b) an ECO with increased speed 
and (c) 7254 Negative with smaller grain 
structure? 


Flashing is best done in a labora- 

tory either before or after princi- 
pal photography. If flashed before, the 
film speed is increased about one-half 
stop. If done after the film has been 
exposed to a scene, the result is reduc- 
tion of contrast and grain. This flashing 
is a delicate operation and should be 
done by a laboratory prepared for such 
work. 


We wrote to Kodak for the latest 
data on your film speed questions. They 
answered: ‘“‘When Eastman EKTA- 
CHROME Commercial 7255 was re- 
placed by the new 7252, force-process- 
ing was made possible. This one stop 
increase may be all your reader may 


need. If he is after still more speed, he 


might try EKTACHROME EF 7242 
(Tungsten) which is rated at El 125. 
Prints from 7242 onto Ektachrome R 
Print Film, 7398, are of excellent quali- 
ty. However, as usual, the higher El film 
lacks the extra sharpness and lower 
contrast that make ECO preferred for 
professional production use as com- 
pared to news type shooting.”’ Manufac- 
turers are constantly trying to gain more 
speed, yet control the grain problem. As 
progress is made, they announce a new 
film or designate a new emulsion num- 
ber to an improved product. 


Q Can you _ suggest what filters 
should be used over windows 
when photographing natural interior 
scenes? 


For day scenes where the outside 

light must be changed to 3200° 
Kelvin, so that normal studio lights may 
be used inside, use the new, Roscovin 
plastic, #85. This material sticks to the 
windows without taping and may be 
obtained in single color sheets or rolls of 
85N3, 85N6 and 85NQ9, which combine 
the neutral density filter with the nor- 
mal 85. This selection provides maxi- 
mum control over the intensity of the 
outside daylight so that inside illumina- 


tion can be balanced to it. 

If a night effect is desired, a blue 
plastic filter such as a Cine 26 Blue can 
be used over the windows. In this case, 
additional neutral density filters, such as 
the N3, N6, N9, may be needed to 
control the outside light. These filter 
materials can be obtained from most of 
the cine equipment firms. 


Q ! would like to know what is 

meant by “Apple Box” or “Half 
Apple” and how they are used? Also, do 
you know of any book that defines such 
terms used in cinematography? 


Apple boxes are a set of strong, 

open sided boxes of various sizes. 
Though just ordinary boxes, for lack of 
a better name they have been called 
“apple boxes’’. They are used to elevate 
various objects to a better position in 
relation to the camera. “Half apple’ 
refers to one of the smaller sizes. Film 
and its Techniques, by Raymond Spot- 
tiswoode, Univ. of Calif. Press, contains 
an extensive glossary of terms used in 
the cinema. 


What method is used to obtain a 

steady, level image when photo- 
graphing subject matter at sound speed 
from a small boat on open water? 


The camera should be mounted 

on what is known as a gimbal 
tripod. This has a weighted, free-swing- 
ing pendulum suspended from the cen- 
ter of the head on which the camera is 
mounted. As the craft rolls with the sea, 
the tripod moves with the craft but the 
pendulum remains fairly perpendicular. 
When the pendulum swings too freely, 
some dampening can be effected by 
extending heavy rubber bands from the 
weighted end of the pendulum to each 
of the tripod legs. 

For extremely low camera setups, an 
inverted gimbal should be used. Here 
the camera hangs in a cradle suspended 
from the universal joint at the top of 
the gimbal tripod. The camera’s weight 
(with added weight, if necessary) keeps 
the camera level. Also, some manual 
control is usually necessary to stabilize 
the pendulum in either type of gimbal 
use described above. 
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“LES STANCES A’ SOPHIE” 


Continued from Page 776 


large window. The Director of Photog- 
raphy used an ordinary sheet as a 
reflector to softly fill the shadows. 

In regard to shooting available light 
interiors, | like to use whatever light 
may be coming through the windows 
and simply build it. up, if necessary, 
with artificial light units to retain the 
same visual mood. | prefer to use an 85 
filter on the lens and not put anything 
on the windows, so that the light 
coming through will be pure. But if the 
blue filters on the lamps cut down the 
quantity of light too much, or if there 
isn’t enough room for the lights, then 
we sometimes have to use the other 
method. 

Since the quality of lighting is such a 
delicate thing, some cinematographers 
are afraid to work in this way. But | had 
a very good understanding with my 
Director of Photography, Jean-Marc 
Ripert, on this film and we were willing 
to take the risks. Most of the time the 
results were a pleasant surprise. 

The sequence in the hippie apart- 
ment was filmed in just such an actual 
place and there was no need to decorate 
it, because most of the decoration was 
already there. To give the lighting a bit 
of psychedelic quality, the cinematog- 
rapher used colored paper over the 
lamps—blue, yellow, orange and green. 
It wasn’t gelatin, but simply colored 
tissue paper. Of course, the heat of the 
lights would eventually burn through it, 
but in France we often improvise, with 
clips and wire and things, in order to 
overcome some of the problems. 

Except for one scene that takes place 
in acar, the entire picture was shot with 
direct sound. That’s one thing | believe 
in. | couldn’t possibly shoot a picture 
that has the sound dubbed in, because it 
has no reality. There is a dead quality to 
it. 

We used small quartz lights, mainly, 
in photographing the picture, minimiz- 
ing the necessity of taking along large 
lighting equipment. It’s possible now, 
because we have all the facilities, not to 
be lazy or have to depend upon heavy 
equipment. 

As far as camera equipment is con- 
cerned, we tried, in the beginning, to 
use a blimped Eclair Cameflex, but the 
blimp was not good—so we switched to 
a blimped Arriflex. This was the light- 
est-weight camera that was solid and 
that we could rely upon, but | must say 
that | personally find the 400-foot load 
a drawback to my kind of directing, 
because | like to shoot a scene all the 
way through in one movement. a 


“MASTERS OF THE SKY” 


Continued from Page 775 


entire film, or one frame in 20,000. This 
is more critical than the customary +2 
frame tolerance for lip sync. The music 
for each section was transferred onto 
35mm mag stripe and this transfer was 
then treated and stored as if it were 
“original’’. If anything happened to this 
particular transfer, another one could be 
made, but it would invariably be a 
couple of frames faster or slower than 
the original transfer, since the %”’ mag- 
netic tape necessarily has to be trans- 
ferred ‘‘open-loop”. If anything hap- 
pened to that particular original 35mm 
transfer, all the tedious labor of timing 
scene lengths would have to be redone. 
A synchronous 16mm mag track work 
copy was made from the 35mm transfer 
to be used in the Moviola, which could 
easily be replaced (to the exact frame 
length) if anything happened to it. 
(Incidentally, the picture original wasn’t 
cut until after the final re-recording was 
completed.) 


SOUND AND VISUAL EFFECTS 


Sound effects played an important 
part in the film. About half were record- 
ed originally and the balance was stock. 
Without the technical knowledge and 
infinite patience of Austin Beck of 
Audio Effects Company, the effects 
would not have been what they are. The 
film opens with what sounds like an 
explosion, and it invariably makes many 
of the audience jump, as they are caught 
off guard. In reality, it is the real sound 
of an M-18 smoke grenade being ignited, 
accompanied on the screen by a shot in 
free-fall looking up as smoke starts 
trailing off behind the skydivers, truly 
indicating the sense of speed that 125 
mph is. This shot was photographed 
using a unique camera mount—the ‘’re- 
verse camera’’—which is mounted 90° to 
the horizon, pointing straight up, and 
framed “‘blindly”” by the camera-carrier 
who can’t see what he is framing! 

One parachuting stunt we_ pulled 
almost backfired. Terry Utter volun- 
teered to steer his parachute into a 
thickly populated clump of trees about 
70 feet tall for the purpose of filming a 
“tree landing’. Since the distance from 
his feet to the top of the parachute 
measured about 50 feet, we figured that 
his chute would catch on the top 
branches and not let him touch the 
ground. We mounted a 16mm gun cam- 
era in the lines of his chute (pointing 
straight down at him) and ran a wire 
down one of the suspension lines to a 
battery pack, which Terry turned on as 
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he approached the trees. As he entered 
the branches, his chute snagged in about 
15 different places, just as we planned, 
arresting his descent. What we didn’t 
anticipate was that branches more than 
six inches in diameter could be so brittle 
that they would snap due to his weight, 
thereby letting him accelerate again 
toward the ground, dragging the broken 
tree branches down on top of him. He 
started falling once more and, just as his 
feet actually hit the ground, a major 
limb held his weight, preventing him 
from falling any further and saving him 
from injury. 

In other parts of the film, a jumper 
lands on the dead-center target as the 
sound of a bomb goes off, a stampede 
of jumpers crowds out the door of a 
Twin Beechcraft as the last “‘heifer’’ 
gives out a ‘’moo”’, a star crumbles apart 
to the sound of a bowling ball strike, 
two free-fallers penetrate an open para- 
chute at speeds greater than 100 mph to 
the sound effect of a drag racer colliding 
into a brick wall, with velcro tape 
simulating the tearing sound. The final 
star-building sequence lasts three min- 
utes on the screen, even though it took 
more than 40 jumps and four months to 
film, finishing with the world record 
16-man_ star. Time-lapse photography 
(using both positive and negative im- 
ages) of parachute landings is used to 
the sound of a Chinese fireworks 
display. 

At one point, in editing a long piece 
of music to fit a short section of film, 
trouble was encountered. The music 
played well with the picture, but the 
music seemed never to end, and when it 
finally did, it ended in the wrong key! 
Since the final measure had to be used, 
in order to convey the feeling of musical 
completion, Austin and | lowered the 
key of that measure to the correct pitch 
by using a variable-speed Ampex record- 
er. This changed the timber and _ har- 
monic content of the note. Fortunately, 
it played well, as if it had been original- 
ly written and performed that way. 

MASTERS OF THE SKYY is presently 
being distributed theatrically by Jay 
Lovins in association with Ellman Enter- 
prises in a film package entitled ‘’ILLU- 
SIONS”. The 16mm version of MAS- 
TERS OF THE SKY is available for 
purchase and rental from Photo-Chuting 
Enterprises, 12619 S. Manor Dr., Haw- 
thorne, Ca. 90250. (213) 676-1935 # 


(EDITOR’S NOTE: Space limitations pre- 
clude, at this time, an in-depth exposition of 
the photographic techniques employed by 
Carl Boenish in filming the exciting sport of 
skydiving. However, a comprehensive analysis 
of these procedures will be covered in a 
separate article to be published in an early 
issue of this journal.) 
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“THE WINDSPLITTER” 
Continued from Page 769 


| & generator in Dallas. We used this genera- 

tor during the production, but it had 

been reserved for another production 

that overlapped into ours, so we had to 

* replace it with an oilfield generator. 

(PZ) This one was noisy to say the least, but 

by running our main cable three blocks 

away, and around the corner we were 

able to reduce the noise to a workable 
level. 

To go back for a moment, we had 
Originally decided to shoot the film in 
16mm and blow it up to 35mm for 
theatrical distribution. We had seen the 
success of this process using the older 
7255 Eastman stock. However, that film 
had just been discontinued and was now 
replaced with the new 7252. We sent 
some test footage in for blow-ups, and 
we screened the results in a regular 
theater on a full-size screen in the 
1:85:1 format. The results were disap- 
pointing to say the least. The 7255 
blow-ups that we looked at were good, 
but the newer 7252 blow-ups were not 
playable. They were extremely grainy, 
and had poor color saturation. 

Dave called an emergency meeting of 
the technical crew and myself. There 
was, Of course, no alternative, so he 
immediately ordered 35mm _ camera 
equipment, and enough 35mm color 
negative to shoot the picture. This was 
to prove beneficial in other ways, too. 
Since much of the picture takes place at 
night, with night-for-night scenes, we 
were able to shoot with much less light 
than if we had used 16mm, and there 
was much more latitude in the negative 


film. 
NEW INTEGRAL POWER ZOOM THE WINDSPLITTER was shot 
is coupled to the fine Angenieux with two Arriflex cameras. One was 
seep Seaport ore lens, providing blimped for the sync scenes, and the 
an iniinitely variable zoom range . 
how S deconda tou 1S necoada: other was used as our wild camera. The 
, Zoom speeds can be changed while main problem we had with this equip- 
4 running. Zoom speed is continuously ment was the limited run of the 400- 
smooth and even, with instant and : : 
4 absolute Start-Stop. foot magazines. A great deal of time was 
lost in what seemed to be constant 
A 16mm Motion Picture Camera System reloading. 

The Beaulieu R16B ‘‘Automatic’’ gives you important features Because of our budget, and because 
of 16mm cameras costing and weighing more than twice as of our location, we had to do a lot of 
much, Features: Fully automatic exposure control system. Lens improvising of equipment. Early in the 
interchangeability. Mirrored shutter. Extremely bright reflex film there is a scene in which the actor 
viewfinder. Camera body weight — 414 lbs. Plus a full range is being brought into town in a parade. | 


of professional accessories, including a “sync’’ generator and wanted to shoot the arrival of the 
200 ft. daylight-load 16mm magazine. parade down the main street from about 
FOR SALE or RENT thirty feet up, and then boom down as 


Get it at Camera Mart... Use it Anywhere. the parade approached. Well, of course, 


AME A there was no studio crane available to 
THE INC. us, SO we got in touch with a sign 


496 W. Soth ST., NEW YORK, N.Y. 10019 + (212) 757-6977 erecting company in Houston, and 
found that they had a crane with a 
= RENTALS © SALES © SERVICE self-leveling platform on the end. We 
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AMERICAN 
CINEMATOGRAPHER 


MANUAL 


COMPILED AND 

EDITED BY 

Two Veteran Cinematographers 

ARTHUR C. MILLER, A.S.C. 
AND 

WALTER STRENGE, A.S.C. 


AMERICAN 
CINEMATOGRAPHER 
M 


ANUAL 


PRODUCER DOUGLAS 
BENTON SAYS: 


The increased emphasis on inde- 
pendent production makes it impera- 
tive that the producer and director 
know what equipment is available, the 
capacities and limits of this equip- 
ment, and where it may be obtained. 

I know of no more concise and 
comprehensive compendium of cam- 
era, lens and film information than the 
AMERICAN CINEMATOGRAPHER 
MANUAL. It’s a must for any pro- 


THIRD EDITION 
ducer’s technical library. 


IPANYW YIAAVFIOL FWANI?A NwYOIaIwye 


OFFICIAL PUBLICATION 
AMERICAN SOCIETY OF CINEMATOGRAPHERS 


THE AMERICAN CINEMATOGRAPHER MANUAL 


DAVID W. SAMUELSON P.O. BOX 2230 THIRD EDITION 
SAMUELSON FILM SERVICE HOLLYWOOD, CALIFORNIA 90028 
LONDON, ENGLAND SAYS: 

Please send copies of the AMERICAN CINEMATOG- 

If a cameraman doesn’t have a RAPHER MANUAL @ 15.00 each, postpaid. No C.O.D.’s. 
pocket of sufficient size to accommo- 
date the AMERICAN CINEMATOG- IRI BSA cies dois cua de caweanietucbeasa tones asa cota uacsueel peaicbbadassiacy 
RAPHER MANUAL, he’s in reel 
trouble. SR TEE Fences vices epatad ba hbase ane ee eo 
CUT iicigvacacacushaseseccseunteess AL Wo SAR Onna Sener 7A | SORE Pee aE ee 


California residents please remit 5% Sales Tax (.75 per Manual). 
Foreign Buyers please pay by International Money Order or U.S. Funds 


SHOOTING IK 
CANADA ? 


Mitchell SPR & Mirror Reflex — NC Reflex 
Standard High Speed — Arriflex — 16 mm & 35 mm 
Blimps & Zooms — Worrall — O’Connor 
Dynalens - TODD-AO 35 
Studios — Dollies — Lighting & Grip Equipment 
Generators — Nagras — Cranes 
CAMERA MAINTENANCE & MACHINE SHOP 


DISTRIBUTOR FOR 


TYLER CAMERA MOUNTS 


Vibrationless Mini-mount 
and Middle-mount 


O’CONNOR FLUID HEADS 
TIFFEN FILTERS 


TODD — AO 35 
Anamorphic lenses 


DYNALENS 


CINEMA PRODUCTS 
Joy Stick Electric Zoom 
BNC — Crystal Motor 

35 mm Arri-crystal motor 


HALLIBURTON CAMERA CASES 


CINEQUIP- Motion Picture Camera and Equipment Rentals 
41 Scollard Street, Toronto, Ontario, Canada. Tel.(416) 920-5424 
1382 Main Street, North Vancouver, B.C. Tel.(604) 980-3022 


| “THE WINDSPLITTER” 
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mounted the wild Arri on the platform, 
and Director of Photography Fred Kap- 
lan and | went up. It worked great. The 
crane operator was able to boom us 
down perfectly, and the leveling plat- 
form kept us looking right down the 
street at the approaching parade. 

To photograph the motorcycling se- 
quences, and the highway chases we 
used a Chevelle convertible. The back 
seat was removed, and a standard tripod 
was locked down there. This camera car 
worked well for us, because some of the 
high-speed chases we photographed at 
normal speed without undercranking 
the camera. The Chevelle worked much 
better than a camera truck, because we 
could accelerate, and corner with the 
motorcycles. 

There are also some spectacular rid- 
ing shots from the point of view of the 
motorcycle rider. These scenes were 
shot with a camera actually behind the 
rider. | took over camera duties for 
these shots, since | had been riding bikes 
myself for some time. | sat behind the 
star, Jim McMullan, on the chopper. As 
we got up to speed, | stood up on the 
rear foot pegs and shot down over his 
shoulder. It got a little hairy during the 
cornering, but the results were worth it. 

Fred Kaplan also shot from some 
precarious positions. There is one low- 
angle shot of the motorcycle with the 
boy and girl riding out on the highway. 
| wanted it shot with a wide-angle lens 
from as close to the road as possible. 
Fred shot this scene with his body 
hanging out of the back of a Volks- 
wagen squareback, with his assistants 
holding onto him, and in this position 
he held the camera close to the road. 
This shot is great. 

Fred and gaffer Charly Smith lit the 
entire picture with quartz lighting. In- 


stead of brute arcs we use Mini-brutes. 
Because of our schedule, some of the 
scenes that take place in the courthouse 
had to be shot at night. One of the 
scenes that is supposed to be the next 
morning was shot with the Mini-brutes 
placed outside the windows to simulate 
sunlight. The courthouse has venetian 
blinds over the windows so, by opening 
them slightly, we were able to get a very 
nice morning sun effect with the light 
streaming in, and casting patterns on the 
wall. 

While we were shooting, our film was 
sent to Deluxe Laboratories in Los 
Angeles for processing and workprint- 
ing. Because of time and budget we cut 
the show in 16mm. The lab made 16mm 
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reduction workprints and coded them 
with corresponding numbers to the 
35mm negative. Although it was neces- 
sary for us to work this way on this 
particular show, it really has it draw- 
backs. | suppose the worst is the four or 
five-day delay in looking at dailies, or 
““weeklies’’ as we began to call them. 
Editorially it did not prove to be too 
much of a problem. | must give the 
credit for this to the editor Lars Giertz, 
my partner, and negative cutter Virginia 
Wood. 

All of the sound units were cut in 
16mm also. However, we did go to 
35mm tracks for the musical score. 

After the show was completed, we 
naturally wondered how it would be 
accepted. All of us on the project had 
become too close to it to judge it with 
any degree of objectivity. We were 
certainly proud of the final product, but 
we had to know how it would fare in 
relation to audiences, and other films. 

So it was decided to premiere ““THE 
WINDSPLITTER” at the Atlanta Inter- 
national Film Festival. And now that is 
all history. | know that for the film’s 
producer, and certainly for myself, it 
was the high point of our endeavor 
when we walked up to the receiving 
platform to accept the Golden Tara 
award for “THE WINDSPLITTER”. @ 


REDLAKE INTRODUCES MAGCAM 
COMPACT, 16mm CAMERA 


REDLAKE Labs, Inc., is introducing 
MAGCAM, a new 16mm _ high-speed 
general purpose and_ instrumentation 
camera capable of speeds from 16 to 
150 pictures per second. 

Easy to operate, MAGCAM weighs 
only 8 Ibs., and uses magazine, daylight 
load 100 and 200-ft. capacity film 
spools. 

MAGCAM's small size lends itself to 
use as a standard cine camera of 24 
pictures per second with added capabili- 
ty of quickly changing to high speed for 
special slow-motion effects. This is 
especially useful for recording sports 
events and other documentary work. 

Readily adaptable for permanent in- 
stallation on a wide variety of recording 
instruments, MAGCAM provides _infi- 
nitely variable frame rate selection. 

Focusing and viewing are accom- 
plished through a standard 10X swivel 
boresight, or optional 20X Zoom eye- 
piece. 

Other major features include: an 
externally-mounted magazine that re- 
quires only 5 seconds to change; life- 
time lubrication; top or bottom mount- 
ing; interchangeable subassemblies; ac- 
cepts standard ‘‘C” mount lenses. 
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Knew... 


[) whata 12-120 zoom lens can do? 

[} howto make a film — shoot, edit and add sound to it? 
[] shoot with an Arriflex or operate a moviola? 

how to prepare a complete budget for a feature film? 
the principles of lighting — definition and placement? 
(] the mechanics of editing and cutting? 


- how to deal with a lab or optical house and 
know what you’re talking about? 


Our staff of experienced professionals 
| OW not only know all of the skills listed above, 
@@e@ee@e@ butcanteach YOU in just 12 weeks. 


To expand your knowledge and professional capabilities: 


Enroll Now! 
Our Next 6-WEEK INTENSIVE 
16mm FILM COURSES 
start August 9 & September 20 


[1 YOU WILL MAKE YOUR OWN SOUND FILM 
and learn techniques applicable to feature, 
documentary, educational, sports, action-adventure 
films, and to films for TV and cassette distribution. 


For application and full details, call or write Bob Gusikoff, Assistant Director. , 


8625 SANTA MONICA BOULEVARD 
LOS ANGELES, CALIFORNIA 90069 


PHONE: (213) 659-2320 
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THE QUESTAR 
CINEMA MODEL 
can focus 

from the craters 
of the moon 

to the eye of afly 


... instantly! 


Questar, world’s finest, most versatile telescope, is 
described in our booklet containing photographs by 
Questar owners that demonstrate its superb resolu- 
tion. Send $1 for mailing in N. America. By air 


Questar, with the assistance of famed cinema 
photographer David Quaid, has redesigned the 
focusing mechanism of its world-reknown tele- 
scope especially for the professional cameraman. 
Now this lens system, the only one in the world 
of 1400 mm. focal length that can focus from 8 
feet to infinity, permits the cinematographer to 
adjust his focus from an extreme telephoto situa- 
tion to a macro-closeup within the same film take. 
And all of this, the barrel containing the optical 
system, the control box, and the beautifully engi- 
neered system of controls, all mounted on a sup- 
porting platform, is light in weight. Moreover, it 
is possible to mount the Questar system on the 
Arriflex 35 mm. camera in approximately the 
same time required to mount a conventional lens. 


The great thing about this system, David Quaid 
says, is that it will permit the cinematographer to 
do something that nothing else in the world will 
let him do. For example, from a distance of 8 or 
10 feet, he can pick up an ant full screen, balanced 
on the tip of a blade of grass, and as the ant begins 
to move he pans, keeping it in exact focus as it 
crosses over to a tall tree and then climbs to its 
very topmost branch, the whole trip in perfect 
focus. He may then, if he wishes, switch to a 
woodland a mile away and focus sharply and 
instantly on leaves swaying in the breeze. 


The precise engineering that has gone into this 
equipment makes it virtually vibration-free. It can 
be used not only with the Arri 35, but with 16 mm. 
reflex cameras. Special accessories are avail- 
able, such as the Questar Calibrated Follow- 
Focus Gauge, a Barlow lens to increase the size 
of a distant object on the film, a positive lens 
which will diminish the size while increasing the 
light on a nearby object, and an aerial-image 
groundglass. 


David Quaid says that the prototype of the 
Questar Cinema Model was used in producing 
several of the award-winning films made by David 
Quaid Productions. 


© QUESTAR CORPORATION 1971 
All Rights Reserved 


QUESTAR 


elsewhere in West. hemisphere, Europe, N. Africa, 


$3. Others, $3.50. 
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BOX 100, NEW HOPE, PENNSYLVANIA 18938 


ATLANTA FILM FESTIVAL 
Continued from Page 761 


chine that legend would have us believe 
is the ‘“‘real’’ David Lean. 

“REPLAY”, produced by Concepts 
Unlimited, is a minor masterpiece that 
refutes the generation gap by proving 
that ‘‘the more things change, the more 
they remain the same.” In eight minutes 
of expertly cut montage, the film shows 
how the so-called ‘’far-out’’ mod fash- 
ions of today are simply a “replay” of 
yesteryear’s styles (including bell-bot- 
tom slacks). It also points up how short 
memory can be between the genera- 
tions. For example, an aging woman 
expresses disgust at the wild dancing of 
today, as the picture flashes back to 
frantic scenes of the mad charlestons 
that were the vogue when she was a girl. 
The picture ends on a note of hope as a 
little old lady—a very senior citizen— 
examines with fascinated admiration the 
colorful gear of a modern-day semi- 
hippie type. ‘You look just wonderful,”’ 
she says, fingering his wild threads—then 
totters off down the street. 

As good as the short films were, 
however, it is in the quality of the 
features shown that the Festival took a 
giant step forward this year. In addition 
to the two “major” features World 
Premiered (‘7FOOLS’ PARADE” and 
“JOHNNY GOT HIS GUN”), there 
were two outstanding foreign features 
(the Czechoslovakian “MARKETA 
LAZAROVA” and “LES STANCES A’ 
SOPHIE” from France), plus a surpris- 
ing number of excellent features made 
by young film-makers. These included 
“THE WINDSPLITTER”, “PUNISH- 
MENT PARK” and “AN AMERICAN 
FREAK ILLUMINATION”. “SHORT 
WAY ‘ROUND”, though produced and 
directed by veteran Hollywood film 
producer Laurence E. Mascott, was writ- 
ten (and starred in) by his young daugh- 
ter, Holly, and co-produced by her 
equally young husband, William Lipper. 

Allied Artists’ ““THE ANONYMOUS 
VENETIAN” was screened, for some 
unknown reason, out of competition. 
Despite its miserable and totally inap- 
propriate title, it turned out to be a 
superbly photographed, mature and ten- 
der work filmed entirely on location in 
Venice. Though completely different in 
story line, the picture has much the 
same romantic, bittersweet appeal as “’A 
MAN AND A WOMAN”’—but it has 
been produced with much more profes- 
sional (and much less self-conscious) 
technique. 

Rounding out the feature screenings 
were retrospective showings of two 
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American classic silent films. ‘“THE 
VANISHING AMERICAN” — (Para- 
mount, 1926), which traces the evolu- 
tion of the American Indian from pre- 
historic times to life on the reservation, 
indicates an astonishing amount of pro- 
duction value, considering when it was 
made. The Mary Pickford-Buddy Rogers 
romantic comedy, “MY BEST GIRL” 
(1927), is most notable for its smooth 
photography by Charles Rosher, ASC, 
one of the three still-living Charter 
Members of the American Society of 
Cinematographers. 


A few of the features shown bear 
further comment. ‘“LES STANCES A’ 
SOPHIE”, co-written and directed by 
Moshe Mizrahi, is a French-language 
production having to do with the miser- 
ies of a group of affluent middle-class 
Parisians. Though it is hard to work up 
sympathy for their various petty plights, 
the picture has been made with an 
extraordinary degree of technical skill. 
Of special merit is the magnificent color 
cinematography of Jean-Marc Ripert, 
which is all the more impressive in view 
of the fact that the entire film was shot 
on location (interiors included) in and 
around Paris. Ripert’s expertise extends 
from semi-psychedelic mood lighting of 
a hippie pad to the sure handling of 


mixed light conditions inside a formal 
country house. 

Peter Watkins’ highly-controversial 
“PUNISHMENT PARK” is noteworthy 
for the staggering performances he man- 
aged to elicit from a cast composed 
mainly of non-professionals. Selecting 
“ordinary” people of basically opposed 
social and political views, he pitted 
them against each other in hypothetical 
situations of conflict and, by means of 
his own special chemistry, catalyzed 
them into action that goes far beyond 
mere acting. The film was also expertly 
photographed by Joan Churchill, a slen- 
der slip of a girl with an extensive 
documentary background. 

Tobe Hooper’s stunningly far-out 
“AN AMERICAN FREAK ILLUMINA- 
TION”, despite its somewhat rambling 
and disjointed ad-libbed story line, is a 
tour de force of creative imagination 
combined with technical skill. It con- 
cerns a group of young dropouts living 
in a communal crash pad, while “doing 
their own thing’ and seeking to com- 
municate with each other. One of the 
characters never talks, but periodically 
freaks out, his fantasies being visualized 
in terms of some of the most original 
and technically intricate special effects 
ever put on film. Another character, 
inspired by an actual whim, drives his 
psychedelically painted car into an open 
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“personal touch" 
YOu dont get (rom 


The personal touch in business is 
fine, up to a point. But we don’t 
believe in finger-printed lenses. 
When you rent a camera from 
Victor Duncan, there are other 
things you won’t find.- Like a 
poorly-mounted lens to throw 
your focus out of kilter. Like a 
zoom lens with the hiccups. Or a 
torque motor without enough 
torque to take-up. Or any of a 
dozen things that can gum up 
your schedule and blow the bud- 
get. « * « Whatever your needs, 
when you rent from Victor 
Duncan you know that your out- 
fit is clean, inspected and tested 
. checked and double checked. 
Everything works! These days 
that’s no small order. But to us 
it’s mighty important. And we’re 
sure it’s important to you. 


the check and double check people 


VICTOR DUNCAN, INC. 


RENTALS ¢ SALES ¢ SERVICE 


Camera Mart now has 
the world’s first portable 


1,” 
Video Tape Recorder 


Akai’s new 14” portable Video Tape Recorder with 
simultaneous video and audio recording provides every- 
thing needed to produce professional video tape presen- 
tations. No film processing costs. No expensive lighting 
setups. No special equipment of any kind. And all on low 
cost 14” video tape at 14 the operating cost of other 
systems. 

Unit includes: Instant playback on built-in TV monitor. Exclusive 
built-in super-sensitive microphone. Zoom lens. Built-in optical view- 
finder. Automatic light compensator. 12-volt AC/DC system (two 


rechargeable 6V batteries included.) Easy-to-use push-button operation 
with automatic fast forward and rewind. 


Price Complete $ 1 295 .00 


RF Converter allows VT-100 to play through 
any TV. (Opt. Accessory ) 


e * 


Akai. 


Model VT-100 ° 
Excellent for 

sales meetings, 
location reporting, 
audio-visual 
presentations, etc. 


FOR SALE or RENT 


Get it at Camera Mart... Use it Anywhere. 


rut CAMERA MART wx. 


456 W. 59th ST., NEW YORK, N.Y. 10019 + (212) 757-6977 
RENTALS © SALES © SERVICE 
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field, breaks the windows with an axe, 
throws all of his worldly goods inside 
(including his clothes) and blows up the 
vehicle. The resultant two-stage explo- 
sion is of a magnitude exceeded only by 
the one that occurred at Hiroshima. 

The blockbuster of the Festival, in 
terms of audience reaction, was, of 
course, Dalton Trumbo’s “JOHNNY 
GOT HIS GUN”. The World Premiere 
screening was a sellout—plus. It turned 
out that every one of the 1800 seats was 
filled, with about sixty people left 
seated on the steps of the balconies and 
in the aisles. Outside, approximately 
500 more would-be viewers had to be 
turned away. The fire marshal an- 
nounced that the screening could not 
begin until the steps and aisles were 
cleared. Nobody wanted to move, but a 
deadlock was averted when sixty seats 
were set up on the raised platform of 
the orchestra pit. Then the screening 
proceeded. 

After it was over, many of the young 
people in the audience simply sat there 
for several minutes, stunned by the 
impact of what they had seen. The word 
spread fast and, on the following day, 
after Georgia Governor Jimmy Carter 
had requested a “command perform- 
ance”’ repeat of the film for himself, his 
cabinet and all their ladies, a second 
screening of the film was scheduled for 
midnight, to follow the Awards Ban- 
quet. Though the decision had been a 
sudden one and there was little publici- 
ty, Symphony Hall was again filled to 
capacity. At both performances, the 
crowds gave Trumbo a standing ovation 
when he appeared. 

Throughout the eight days and nights 
of the Festival, J. Hunter Todd's staff of 
eager beavers kept things running with a 
smoothness that is virtually non-existent 
at most other film festivals. There were, 
however, two classic snafus—neither of 
which, we hasten to add, were in any 
way the fault of Festival personnel. 

In one case, what was supposedly a 
print of “THE VANISHING AMERI- 
CAN” arrived on the morning of the 
day it was scheduled to be shown at an 
evening screening. Upon giving the film 
a routine check, Todd discovered that 
someone at the Library of Congress had 
mistakenly sent the master negative of 
the feature, instead of the print. A 
quick call was made to Washington, 
someone from the embarrassed Library 
staff hand-carried the print of the pic- 
ture to the airport and it was flown to 
Atlanta in time for the promised eve- 
ning screening. 

In the other case, one of the largest 
(and usually most efficient) film labora- 
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tories in Hollywood tardily shipped a 
print of ‘““THE WINDSPLITTER” which 
arrived just a few hours before screening 
time. This feature had been photo- 
graphed for projection in the 1.85 as- 
pect ratio, but as the projectionist was 
cueing it up, he noticed that the fourth 
reel (though bearing a correctly-marked 
leader) was in the ‘‘squeezed’’ anamor- 
phic format. A further check revealed 
that the maverick reel was actually part 
of ““THE SONG OF NORWAY”. With 
no time left to correct the situation, the 
super-cool Todd simply explained the 
boo-boo to the audience, substituted a 
showing of “AN AMERICAN FREAK 
ILLUMINATION” and invited the audi- 
ence to attend a free screening of ‘“THE 
WINDSPLITTER” (with all reels pres- 
ent) the next day. 

The final event of the Festival was 
the formal Awards Presentation Ban- 
quet held in the Grand Ballroom of the 
Royal Coach Hotel and preceded by a 
cocktail party complete with live band 
and light show. The affair was conduct- 
ed with the same flair and showmanship 
that had characterized the rest of the 
Festival. Todd and Bob Clarke of the 
King Family alternated in announcing 
the awards, which were actually present- 
ed by a stunning platoon of Georgia 
“peaches’’. The Serendipity Singers, 
courtesy of the Atlanta Playboy Club, 
provided spirited entertainment. 

At 5 p.m. that evening, educational 
TV station WETV, linked with a 10- 
station Georgia network, had begun a 
seven-hour marathon recap of Festival 
highlights, including telecasts of some of 
the outstanding films. At 10 p.m. the 
programming went “‘live’’ to carry the 
presentation of the major awards at the 
Banquet. 

At a time when most film festivals 
around the world are in some sort of 
deep trouble, it is, perhaps, worthwhile 
to analyze why the Atlanta event has 
risen to pre-eminence in only four short 
years and continues to grow bigger and 
better each year. 

In an attempt to explain this, J. 
Hunter Todd was quoted recently as 
saying: ‘In Cannes, Berlin and London, 
screenings are scattered all over town 
and you run yourself crazy trying to see 
them. Everything here, with the excep- 
tion of the cocktail parties and the 
formal awards banquet, is held at the 
Arts Center... everything, all the sem- 
inars, symposiums, daytime screenings 
and the premieres at night. New York 
and San Francisco have the only other 
major film festivals in this country and 
they’re much smaller than ours. New 
York’s is snobby .. . it’s almost entirely 
Continued on Page 834 
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much more quickly than we had expect- 
ed because Donald Sutherland, who was 
cast rather late, had only two days off 
between finishing “ALEX IN WON- 
DERLAND” and starting ‘““KLUTE”. 
We shot for a week, filming all of his 
scenes and some others that didn’t 
involve him. Then we shut down for a 
week, with everyone on salary, in order 
to complete our preparation. That 
seemed like an unfortunate waste at the 
time, but it worked out so well for us 
that we intend to do it again. 

That week gave us a chance to 
breathe and to study the film we had 
shot. On the basis of what we saw, we 
made some changes and replaced a few 
people. This turned out to be a great 
advantage. 


AN INTERVIEW WITH 


JULES BRENNER 
Director of Photography 


QUESTION: In general terms, how 
would you describe your approach in 
photographing “Johnny . . .””? 


BRENNER: Well, | would say | ap- 
proached it with something bordering 
on reverence—to the work itself, that is, 
and to its creator. | saw my role as that 
of an instrument by which, or through 
which, Dalton Trumbo could transfer 
his inner images to a photographic 
emulsion. | have the greatest respect for 
the writer’s art. | think it’s one of the 
highest and most complex art forms. 
And Dalton... well, | doubt if | have 
to say much about where he stands in 
my scale of respect. 


QUESTION: How, then, did you put 
this approach into practice? 


BRENNER: Well, my first task was to 
get Dalton to “screen” his images for 
me. The projection medium was words 
and reactions to visual things. | made 
tests and we discussed various effects he 
had seen. Above all, | tried to define 
what he had been seeing in his mind’s 
eye for the 32 years of his book’s 
existence. 


QUESTION: Were you able to do that? 
As you point out, the writer’s art is a 
step or two away from the art of film. 
Did this cause any limitations or prob- 
lems? 


BRENNER: Let me define something, 
because | see a possible misinterpreta- 
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tion here: the images and the art of 
Dalton Trumbo were, up to new, those 
of a writer’s. Now, however, he was 
embracing a new art, that of directing. 
So he, himself, was a really immediate 
interpreter of his original material. It 
made the creative situation rather singu- 
lar, particularly since he’s one of the 
most successful screenwriters of our 
time. Visual definitions, then, formed 
very quickly, though far more ideas 
were conceived and considered than 
were ultimately used. We were going 
through that period in the making of a 
film where the decisions that determine 
its overall style are formed. And | must 
say, we were all in very close contact at 
this point. The importance of communi- 
cation is formidable. 


QUESTION: Could you give an example 
of some of the ideas that were formed 
at this time but not used? You also 
mentioned making tests. 


BRENNER: Yes. One of our biggest 
concerns was to separate the three 
distinct styles that were indicated in the 
script: the present-day reality of 1917, 
which was to be in black and white, the 
“color of memory” and “the color of 
fantasy” as Dalton put it. Well, for the 
black and white, my original idea was to 
make the early battlefield sequences 
look like they might have if they were 
photographed with the Ortho and blue- 
sensitive film of the period, with a 
gradual upgrading as time progressed. 
The tests | made manipulated the grain 
structure through generation printing, 
and the spectral sensitivity was altered 
with filtration. All of which made grad- 
ual transitions very controllable. | 
thought the tests were very successful, 
but the idea was abandoned. 


QUESTION: Why? 


BRENNER: Principally because there 
was still a chance at that time that we 
would go all color. 


QUESTION: Can you recall any other 
ideas that were abandoned? 


BRENNER: The rosettes. 
QUESTION: The “‘rosettes’’? 


BRENNER: It wasn’t a purely photo- 
graphic idea, but it certainly had photo- 
graphic applications. The central charac- 
ter’s stitches formed a rosette pattern. 
We considered repeating the design sub- 
tly throughout the film: in the wall- 
paper, in a floor pattern, and so on. In 
the “Poker scene’ | even did a shot 
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looking directly down on Christ and the 
poker players in a circular “rosette” 
pattern. !t was abandoned, though. 


QUESTION: For what reason? 


BRENNER: Well, since the reason was- 
n’t all mine, | can only speak for myself. 
! can certainly use it to illustrate a 
general attitude | have—namely, that no 
idea, trick, device or symbol, however 
stimulating in a visual sense, can be 
successfully imposed on the material at 
hand. The rosettes did, indeed, arise 
from the material itself, and might have 
been an interesting nuance, but it was 
borderline and Dalton chose to forego 
Th 


QUESTION: That's sort of self-explan- 
atory, but could you elaborate a little 
more on the use of what you're calling 
“tricks”? 


BRENNER: Let's call them “visual de- 
vices’... even, “visual tools’. The cine- 
matographer’s got to have them all at 
his fingertips whether they‘re original to 
him or not. But it’s the application of 
them that separates the men from the 
boys. Their application is a matter of 
taste, discipline and creative impulse. 
It’s got to flow from the subject matter. 
If the photographic “idea” of a scene 
echoes and enhances the emotional lev- 
el, or if it imparts an emotionality that 
is germane to the subject, then it is 
working and it is proper. But if it simply 
draws its own attention, it’s risky at 
best, and quite possibly very wrong, if 
not downright amateurish! 


QUESTION: How can you tell which is 
which? Aren’t risks sometimes neces- 
sary? 


BRENNER: There are different kinds of 
risks. So often the most creatively pho- 
tographed scenes are risky ones, tech- 
nically. That is, they have an element of 
experimentation. The risks I’m putting 
down are those that are risky because 
they are done for the sake of exhibition- 
ism. It’s in the intent. /f the cameraman 
is honest and disciplined, he can tell 
which is which. 


QUESTION: You don’t refrain, then, 
from taking photographic risks? 


BRENNER: Not if we understand the 
term correctly. No risk or experiment is 
made in ignorance. It must be based on 
all your previous experience and know/l- 
edge. To me, creativity is a continuous 
process of experimentation, reaching 
into an unknown or unfamiliar area, 
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trying this, testing that, leaning hard on 
the parameters of the photographic 
process. It’s exciting. And Kodak has 
given us such a wonderful emulsion to 
do this with. 


QUESTION: What other considerations 
do you make in deciding how to photo- 
graph a given scene? 


BRENNER: Of great importance is the 
visual continuity of a film. If you 
consider each scene without regard for 
the look and feel of the ones that 
precede and progress from it, you are 
failing one of your paramount responsi- 
bilities as a cinematographer. Then, too, 
a supremely vital principle in deciding 
on a photographic solution for a partic- 
ular scene is nature herself; that is to 
say, what light does when it’s not 
created artificially and thence con- 
trolled and manipulated. That, of 
course, has to be done a great lot of the 
time. But one of the things in life that 
stimulates me to an almost immoderate 
degree is light, in all its natural, acciden- 
tal, spontaneous and variegated possibil- 
ities. It’s a tremendous turn-on and a 
basis for my photography. 

QUESTION: Could you give me an 
example of this in “Johnny . . .’”? 


BRENNER: Sure, but let me_ think 
about it for a minute. Yeah. The very 
first scene on our shooting schedule was 
Christ in the woodshed. As in most 
cases, we were using a “real” set, in this 
case a tiny workshop in the backyard of 
one of Dalton’s old neighbors in High- 
land Park. The ceiling sloped to a 
maximum height of around 7% feet. It 
was really tiny. Some fun to move a 
Panavision camera around in! Well, | 
took a look at how light entered the 
shed and what it did from there. /t was 
fascinating. Sunlight hit the floor and 
bounced up with a very soft but direc- 
tional source look. [t gave me an impres- 
sion of the intense light reflecting off 
dry, bright desert sand, which was pe- 
culiarly consistent with the Palestinian 
setting our robed and bearded Christ in 
the person of Donald Sutherland sug- 
gested. To bring up the intensity within 
the capability of our Panavision lenses, 
and for control, | placed as many as four 
4-K Mole soft-light heads on the floor 
for my key! I’m not certain of this, but 
Don Sutherland may be the first actor 
who ever played a scene while literally 
stepping around his key light. 


QUESTION: A considerable portion of 
the film is in black and white. Did you 
vary or alter your technique in any way 
for these sequences? 
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BRENNER: Well, as | indicated earlier, 
there was some vacillation on the sub- 
ject of black and white. /t was so 
indicated in the script, but for various 
reasons, it was difficult to make a firm 
commitment. So we photographed it in 
the “apparently” and “allegedly” logical 
way, in color, so that we could defer the 
decision. But I’m not so sure that is the 
best way. It’s like not committing to an 
aspect ratio and thereby not using a 
hard matte. | know there are several 
schools of thought on this, but it can be 
a tremendous advantage to the camera- 
man to use the hard matte, even if it is 
an irrevocable decision. But to get back 
to your question, if we could have 
known then what we know now, / 
might have shot on black and white 
stock, employed different film stocks, 
and definitely altered my technique. As 
it was, | had to shoot for color and, in 
fact, for a large part of our filming was 
assured that the film would be all color, 
which is how we saw our dailies. There 
were certain stylistic changes apart from 
the black and white/color differential. 
The monotone of the hospital room, the 
depression of the subject matter, the 
loneliness and despair that pervade these 
scenes, certainly affected my photog- 
raphy. So in that sense, you might say 
there was an alteration. There’s one 
other tremendous factor that affected 
the black and white sections of the 
film...a purely technical one: In order 
to obtain a good, controllable black and 
white from a color negative you must 
first make a very flat fine grain and an 
equally flat, underexposed dupe nega- 
tive. Part of the reason for this is that 
any density will act, as timer Roger 
Richardson of CFI puts it, as a filter. 
Highlight areas will produce purple, 
middle areas green, or some such color, 
because each density reaches a different 
layer of color emulsion in the printing 
stages. This was clearly indicated in 
some of the tests we made. But despite 
knowing all that, less than ideally flat 
fine grains and dupe negs were made. 
The result is very inconsistent black and 
white. So, a lot of the final look of this 
part of the picture is out of my hands. 
/t will depend on how well controlled 
the corrections will be. | know that 
sounds very resigned. But it just indi- 
cates how collaborative our medium is, 
We're limited, | suppose, by laboratory 
technology, and on this point, | know 
they will do the best their technology 
allows them. What I’m anticipating is a 
certain gutty quality that will work well 
for the mood of the picture. | would 
like to add, too, that lighting for color, 
today, is not all that different from the 
days of black and white as it once was. 
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Lighting ratios, fill intensity, may not 
be as extreme, but it’s a far cry from the 
early premise of flatsville lighting. 


QUESTION: Did you employ any un- 
usual techniques in the filming of 
“Johnny .. .’”? 


BRENNER: | used fog filters, color 
correction filters, gamma control, and a 
number of other things and, for the 
most part, | hope the viewer won’t be 
aware of any of it. 


QUESTION: Then why do it? 


BRENNER: To achieve an emotional 
response. Anything that triggers techni- 
cal analysis intrudes on that goal. 


QUESTION: Can you give me any 
examples of that? 


BRENNER; Well, without mentioning 
titles or names, I’ve seen entire pictures 
shot through a fog filter so heavy you 
thought you were wearing nylon gauze 
over your eyes. |‘m certainly not against 
the use of the fog filter, but it’s the 
overuse, as with so many things, that 
blows its effectiveness. A cameraman 
who uses a fog filter for his entire 
picture is like a dentist who shoots all 
your gums full of novocaine. It may be 
proper if he’s going to work your entire 
mouth, But it’s unnecessarily deadening 
if he’s only got one tooth to drill. 


QUESTION: You mentioned the “color 
of memory” and the “color of fantasy” 
before. | didn’t mean to bypass that, 
but we got off on something else. Just 
how did you accomplish that distinction 
in cinematographic terms? 


BRENNER: We originally considered 
juxtaposing colors in a symbolically 
ordered continuity for the fantasy se- 
quences, to define them and to set them 
apart. In the final analysis, though, we 
underplayed this idea tremendously. We 
all sort of agreed that the demarcation 
between memory and fantasy was quite 
clear enough in the context and texture 
of the scenes themselves. But if you are 
looking for it, you might find, in the 
fantasy sequences, a touch of blue here, 
a splash of green or gold there. But | 
tried to keep it quite subtle. 


QUESTION: Could you comment on 
the cinematographic aspects of some 
specific scenes? For instance, the white 
limbo scene? 


BRENNER: Yes. That’s a good example 
of one of the most heartbreaking occur- 
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New Hahnel 16mm splicer. It’s motorized. 


Instead of hand-scraping 
(and the risks thereof), 
Hahnel’s new battery- 
operated 16mm splicer 
uses a 6000-rpm sapphire- For single- and 
coated scraping wheel to Gpainaty alice Labiies oo banisin double-perforated 16mm 
produce a clean, wedge- | the film and a jump on the screen. | films, magnetic, optical or 
shaped, jump-free, blip- silent. Under $50* (not 
free splice. In seconds. including batteries) . 
Consistently. Hahnel also makes 

What’s more, it lets motorized super-8 and 
you cut right on the inage EC SEES standard-8 splicers and 
line, so you never lose a | pp. rahnel ebediie-shaped epic editors. All are unfair to 
single frame. is invisible on the screen. hand labor. 


And cementing is 
easier, too: there’s a light 
right under the spot where 
the film-ends meet. 


UNFAIR 
TO HAND LABOR. 


ALLIED IMPEX CORP., DIV. OF AIC PHOTO, INC 
168 GLEN COVE ROAD CARLE PLACE, N.Y. 11514 


Your dealer will determine exact retail price in your area 


For more information, write Dept. AC-8. 


ences in filmmaking: resigning yourself 
to the loss of some of your favorite 
“babies” for the benefit of editorial 
requirements. | felt the scene, in its 
original form, and as photographed, was 
sort of a surreal liturgy of sublime 
heresy. The shot was made on Chap- 
man’s Titan crane with extender for the 
widest, highest sweep we could get. The 
great length of the crane arm magnifies 
any error, so the move was really 
critical. It was done in two parts 
bridged, according to the initial plan, by 
a cascade of colored, blinking lights 
reflected in an outrageously gaudy plas- 
tic cross. The parts you see in the film, 
though, are the beginning and end of 
that shot. The complete version will just 
have to go on my personal reel. 


QUESTION: What about the “Carnival 
Scene’? Any unusual photographic 
methods employed here? 


BRENNER: Oddly enough, | think this 
scene is related to the one we’ve just 
discussed, and not simply because it’s 
part of the fantasy. It’s a limbo also, 
only this time the setting is in nature 
and not a white “cyc’. If there’s a 
greater natural limbo than El Mirage 
Dry Lake, | haven't seen it. Because | 
felt that front light would destroy the 
open vagueness of detail | wanted for 
the scene, | shot it in backlight, with 
very little fill from gold reflectors, and 
let the background do a little exploding. 


QUESTION: From desert to under- 
water: what were your problems in 
shooting those eerily submerged skele- 
tons? 


BRENNER: How much space do you 
have for the answer to that one? In 
fact—if | can throw in a little plug—the 
underwater sequence is the subject of an 
entire article that will appear in the 
October issue of Skin Diver magazine. 
Briefly, though, let me answer it by 
saying that, in a sense, we were again 
working in a limbo—this time a green 
watery one. | decided against the em- 
ployment of artificial underwater light- 
ing since the aquiline monotone of 
natural light produced quite the mood | 
was after. It was largely a matter of 
finding the right depth to work in, 
which turned out to be 28 feet. Water is 
sort of like working inside a great big 
filter. The deeper you go, the more 
filtration you get. Reds disappear al- 
most immediately, then yellows go, 
until you have only the blue-green 
monochrome of the water itself. So 
depth is a means of controlling the 
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Dalton Trumbo’s 
JOHNNY GOT HIS GUN 
AWARDS AT CANNES FILM FESTIVAL, 1971 
XXVeme ANNIVERSAIRE 
1946-1971 
GRAND PRIX 
SPECIAL DU JURY 


au 
FESTIVAL INTERNATIONAL 


Decerné a 
JOHNNY GOT HIS GUN 
Réalisé par DALTON TRUMBO 
Etats-Unis 


FIPRESCI 
Fédération Internationale de la presse cinématographique 


PRIX 
de la 
CRITIQUE INTERNATIONALE 
XXVeme ANNIVERSAIRE DU FESTIVAL DU FILM 


The Jury of the Federation Internationale de la presse 
cinématographique, composed of 17 critics, each representing 
a different country, awards on the occasion of the Festival du 
Cannes, 1971, and on its first vote 


son PRIX de la CRITIQUE INTERNATIONALE 
a 
DALTON TRUMBO 


for his film 
JOHNNY GOT HIS GUN 


“For the sobriety and power of his direction, for the 
Originality of his scenario, for the political and human 
breadth of his conception.” 


JURY INTERFILM 
(CENTRE INTERNATIONAL EVANGELIQUE DU FILM) 
AT THE INTERNATIONAL FESTIVAL OF 
CANNES, 1971, 
COMMENDS 


JOHNNY GOT HIS GUN 
by DALTON TRUMBO 


“Through imaginative horror, the film makes a new estima- 
tion of man’s inhumanity to man, and, at the same time, of 
the persistence of the personality even at the farthest 
extremity of human helplessness.”’ 


degree of color you want. | kept the 85 
filter on for this so that | could better 
judge the effect on film. That, and the 
CCR filters are other means of control. 
Lights are, of course, the only means to 
restore the full spectrum of color to the 
underwater world, but | didn’t want to 
do that here. For camera and housing | 
used the Arri in Birns and Sawyer’s 
underwater housing. The lens was an 
78mm. 


QUESTION: What of the night garden 
scene? 


BRENNER: | think the thing that gives 
this scene its unusual look, beside Hal 
Michelson’s unique set, is the velvet 
black limbo of night. Ordinarily, in 
shooting night-for-night in a purely real- 
istic scene, | try to avoid the limbo 
look, since we don’t really see it that 
way, and the effect of super-fast films 
and lenses that allow natural night 
lighting to provide the full exposure 
really turns me on. But for a stylistic 


CRYSTAL! 


CONTROLLED 
CAMERAS /RECORDERS 


Enrollments Now Being Accepted 
for our next course — commencing Monday, September 27, 1971 


MOTION PICTURE PRODUCTION COURSE 
CAMERAS — SOUND RECORDING — LIGHTING — EDITING — ETC. 


Evening Classes — Enrollment Limited — Literature on Request 
DANNY ROUZER STUDIO 


7022 Melrose Avenue Hollywood, California 90038 (213) 936-2494 


SHOOTING MOTION IN THE 


SAN FRANCISCO 


OVER-NITE 


ebedmMM 


COLOR NEGATIVE-POSITIVE 


= original developing = cinex 
= color —b & w dailies 

= edge coding = release 

= scene — scene full correction 


best quality — service 
Also complete 16mm Services 


CINE- CHROME LABS.. INC. 


4075 Transport St. / Palo Alto, Calif. 94303, Tel.: (415) 321-5678 / member ACL 


maze T Jevices Jncorporatea 
Ciwene Silo Cc Ctrbowe 4 ideo a Sul Cgujpmen! 


811 Northwest 111th Street @ Miami, Florida 33138 USA @ (305) 754-4141 


Aentéli ~*~ Tales * Serie Urltevide 


CHANNEL 8 COLOR LAB 
FOR BEST TELEVISION TRANSMISSION 


1389 


SILVER 
SOUND 


16mm CREATIVE & CONFORMING EDITING 

16mm CREATIVE SOUND PRODUCTION (INTERLOCK) 
PROFESSIONAL SLIDE PRODUCTION 
TRANSPARENCY DUPLICATION FROM 


16mm EXTACHROME ECO-7252 PROCESSING 
16mm EKTACHROME ME-4 PROCESSING 

16mm COLOR WORKPRINTING (1 DAY SERVICE) 
16mm RELEASE PRINTING 3400K — 5400K 
16mm SOUNDTRACK APPLICATION 35mm TO 30” x 40” 

16mm ULTRASONIC CLEANING 35mm FILMSTRIP SERVICE 


905 JACKSON STREET/P.O. BOX 1410 
TAMPA, FLORIDA 33601 / 813 229 -7781 
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FINALLY! 


The book 
that takes the mystery 
out of movie making 


“LOW 
Budget 
Features” 


A ‘“‘HOW-TO”’ HANDBOOK FOR 
INDEPENDENT PRODUCERS 


Packed with up-to-the-minute 
information on: 


¢ FILM FINANCING 

¢ ORGANIZATION 

¢ SCRIPT BREAKDOWN 

¢ PRODUCTION BOARDS 

¢ SHOOTING SCHEDULES 

¢ COST ESTIMATING 

¢ UNION CONTRACTS 

¢ TALENT CONTRACTS 

¢ EQUIPMENT 

¢ CREW REQUIREMENTS 
and hundreds of other topics 


— PLUS — 


Source Directory 
Craft Dictionary 


and 


27 Page 
Sample Budget 


(COMPLETELY WORKED OUT) 


$20.00 


(Plus Tax in Calif.) 


SEND CHECK WITH ORDER TO 


“LOW BUDGET FEATURES” 


1054 N. CAHUENGA, DEPT. A 
HOLLYWOOD, CA. 90038 


NO COD’S ON SINGLE ORDERS 
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| look, night is a great opportunity to 


exclude the extraneous and disclose 
only the elements that fit the design. 
It’s almost like the cartoonist who 
draws only the figures and props he 
needs in order to tell you his story or 
joke. This detailing with light, and a 
little mixing of greens, blues and normal 
light, were the photographic manipula- 
tions | employed here. 


QUESTION: Was this repetition of dif- 
ferent kinds of limbos intended as a 
symbolic device? 


BRENNER: Wo. It’s just a pattern that 
evolved without any pre-planning. And, 
though it reoccurs in some of the 
fantasy sequences, it is certainly not 
used in all. That is not to say, a 
symbolic reaction isn’t valid, but that 
would have to be a reaction on the part 
of the viewer. | don’t think it’s for me 
to delineate symbols verbally, unless it’s 
a very specific one, like the rosette 
pattern. Otherwise, it’s far too subjec- 
tive a thing. What’s important in this 
context, | think, is that the “color of 
fantasy” portions of “Johnny...” lib- 
erated me, to a different degree in each 
application, from the purely \iteral. But 
no pattern or symbolic device was im- 
posed. 


QUESTION: The “memory” sections of 
the film, then, were more “literal” as 
you put it? 


BRENNER: Yes, but not nearly so as 
the “present day reality’”’ sections in 
black and white. | mean, these two 
qualities are different in more than the 
way they’re printed. Memory contains a 
portion of fantasy too, | think. In any 
case, the distinction between those two 
states is not always so clear cut. What | 
sought here was a sort of idealized 
reality, and so there is a softening of the 
image, and a warmth in many of these 
scenes. This is where | used warming 
filters, a very light fog effect, soft 
lighting, and a slight shift in the color 
contrast. And, again, these qualities of 
idealization and warmth were manifest 
in the content of the scenes themselves, 
so | tried to reflect them visually. cs 


QUESTION: Is there any final comment 
you'd like to make with regard to your 
experience on this film? 


BRENNER: Just that it was the most 
profound privilege of my life, both from 
the standpoint of what the _ picture 
expresses thematically, and that of 
working with its author, Dalton Trum- 
bo. It was an exhilarating experience. © 
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For people 
who want 
the best 
and 
don't mind 


paying 
less for it. 


Helix 
sells used 
equipment. 


If you’re looking for motion picture 
equipment and don’t want to spend a 
small fortune, Helix has something to 
offer. Used equipment. A wide variety. 
In great shape. With prices that speak 
for themselves. 

Take a look at what we mean. 
ARRI 16, 12-120 Angenieux, wild motor, 
2-400 ft. magazines, torque motor, case, 
battery, cables and shade. $2850.00 
ECLAIR 16 NPR, Krymo motor, 12-120 
Angenieux, TV G.G., wild module, crystal 
module, 2-400 ft. magazines, cases, 
cables, cradle, extras. $6000.00 
MOVIOLA UD-20-CS, 35mm large screen 
with composite picture head, FF counter 
and reel arms. $2200.00 
MOVIOLA UL-20-S, 16mm large screen 
with FF counter and reel arms. $2100.00 
NAGRA IV L 3 speed synchronous re- 
corder with two 200 ohm preamps, lim- 
iter, ALC and case. $1350.00 

Those are a few highlights. We have 
a complete list we'll be glad to send 
you. We think you'll find it interesting, 
attractive, maybe just too darn good to 
Pass up. So if you’re looking for used 
equipment, look to Helix. It’s just one 
more way we can help. 

For our complete used equipment 
listing, write to: Helix Limited, 679 
North Orleans Street, Chicago, Illinois 
60610. Or call Russ Kirk at 944-4400. 


MELIXe 


Pro shop to the industry. 


WHAT'S THE WORLD'S 


MACHINE FOR: 


16mm editing 
35mm editing 
16/35mm editing 
1 picture—3 track operation 
2 picture—2 track operation 
3 picture—1 track operation 
4 track operation 
breakdown and cataloging 
syncing up rushes 
lining up rushes 
correcting sync-drift 
lip-sync editing 
slow-speed operation 
sync-speed operation 
double-speed operation 
120 fps operation 
| ultra-high speed picture searching 
high-speed winding/rewinding 
4-gang synchronizing 
multi-screen films 
multi-track films 
sound cutting 
sound modulation pinpointing 
track building 
synchronous test mixing 
16-35 footage/frame counting 
3-track full-coat editing 
interlock screenings 
composite print previewing 
print checking 
single-frame analyzing 
print handling 
reel-to-reel operation 
reel-to-core operation 
core-to-core operation 
print comparison 
film to video operation 
super 8 editing 
super 16 editing 
techniscope editing 
cinemascope editing 
65/70mm editing 


ONE MACHINE. 
THE KEM UNIVERSAL. 


1 ELECTRONIC 
MECHANIC 
® CORPORATION 
225 Park Avenue S. / New York, N.Y. 10003 


Telephone (212) 260-2150 
Cable: KEMOTION NEW YORK / TELEX ITT 421856 KEM UI 


HOLLWOOD: 6253 Hollywood Blvd., 
Hollywood, Calif. 90028 (213) 461-4396 
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belief that 35mm film would prevail for 
a long time for theatrical feature pro- 
duction, but 16mm and tape would 
make further advances in TV. 

Some results of technological devel- 
opment were in evidence in CPD’s 
booth. In mechanics, the prototype 
CP-16 newsfilm camera, based on the 
Auricon Cinevoice mechanism and 
housed in a magnesium body with a 
built-in ni-cad battery driving a crystal- 
controlled motor. All-up weight with 
400 feet of film in quick-change maga- 
zine and short-finder 10-to-1 zoom lens 
is 13 pounds. 

In optics, there was the Canon K-35 
Macro Zoom lens developed to the 
specifications of the Association of Mo- 
tion Picture & TV Producers Research 
Center. This 25-120mm T/2.8 optic 
covers the Academy frame, and has an 
independent macro focusing control 
that can focus as close as 2 inches from 
the front glass. It was demonstrated 
mounted on an SPR camera. In elec- 
tronics, there were crystal-controlled 
motors for Arri 35 Ilc, and Mitchell 
NC/BNC and Mkll. 

Other well-known personalities con- 
tributing to the forum included a paper 
by Austin Coma of Eclair-Debrie, Paris, 
describing the development of the ultra- 
compact Eclair ACL 16mm silent-run- 
ning camera; a paper on the Arriflex 
35BL hand-held silent-running 35mm 
camera; a contribution setting out in 
detail the myriad of considerations en- 
tering into the design of a motion 
picture camera by Dr. Jotzoff of Bolex; 
and a short history of the Beaulieu 
camera manufacturing activities, written 
by Marcel Beaulieu. Unfortunately his 
prototype newsfilm camera for stripe- 
sound, which was promised in the paper 
and seems to have some advanced fea- 
tures, was not exhibited. 

In a conference and exhibition of 
this scope, it is manifestly impossible to 
cover all the papers and exhibits; the 
best we can do is pick out some of the 
highlights of special interest to cinema- 
tographers. 

In the Cintron booth, Discovery 
Technology Corp. of New York was 
demonstrating a power-zoom position- 
servo system for the 25-250mm Angen- 
ieux lens, controlled by a small, hand- 
held computer. Its special feature is that 
the zoom time can be pre-set over any 
pair of selected focal-length limits, and 
this set time will be maintained no 
matter how much the zoom range is 
varied. Thus, for instance, it is possible 
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FOLLOW 
THE 
LEADERS... 


The Top Film Makers Through- 
out the World are Swinging to 
the Academy Award Winning 
SPR® Reflex Conversions of 
BNCs and NCs. 


We’ve completed over 100 BNC and NC cam- 
era conversions to our Silent Pellicle Reflex® 
System (SPR®) for the world’s leading fea- 
ture and TV film makers... Its outstanding 
merit was recognized by receiving the Acad- 
emy Award for technical achievement... No 
other reflex BNC has been so honored. 


In Hollywood, Europe, the Far East, Australia, 
all-over, the SPR® converted BNCs and NCs 
are the best performing and most popular 
cameras in use today. 


There are more of our SPR® conversions in 
use than the combined total of all other re- 
flex conversions and new BNCRs...I!n Hol- 
lywood, the two largest studios in the world, 
Paramount and Universal, have converted all 
their studio cameras to our SPR® System — 
a total of 38 cameras! 


Some of the advantages of the SPR® Con- 
version System are: * Bright flicker free 
viewing * Enlarged BFC type eyepiece « Ex- 
tremely silent operation (We guarantee your 
BNC will be as quiet or quieter than before 
conversion) * Complete overhaul and refin- 
ishing to make your camera better than new. 


Be out front with the leaders in converting 
your cameras to the Academy Award Winning 
SPR® Conversion System... You'll be the 
winner! 


Technology in the 
Service of creativity. 


CINEMA PRODUCTS 


2044 Cotner Avenue, Los Angeles, 
Calif. 90025 
TELEPHONE: (213) 478-0711 
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for ‘barefoot’ vacationers 


EXPLORE EXOTIC 
CARIBBEAN ISLANDS 
WEST INDIES, BAHAMAS 
VIRGIN ISLES 


No plush resorts... just darn-good 
fishing ... skindiving.. . sailing. 
Comfortable cabins... 

Good ‘Grub ’n Grog”. 


10 DAYS 
UNDER SAIL 
from *200 


Mail today for free adventure booklet 
CAP'N MIKE: 

P.O. Box 120, Dept. S 

Miami Beach, Florida 33139 
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to make a 5-second traverse over the 
whole 25-to-250mm range or, by simply 
altering the dials controlling the mini- 
mum and maximum focal lengths, from 
say 50 to 80mm (or any other range). 
This should prove particularly useful 
when shooting commercials where the 
time allowed for the zoom is laid down 
in the storyboard, but where the direc- 
tor may want to trim the framing 
slightly at either end of the zoom when 
he gets on the set. Apart from the focal 
length setting knobs, the hand unit 
carries three-digit thumb-operated 
switches for dialing the zoom time 
(between 0.5 and 99.9 sec, with exten- 
sion to longer times if required), and 
two further knobs by which the damp- 
ing at either end of the zoom may be 
varied independently. Thus it is possible 
to get as soft a start and/or stop as 


required. In addition, the hand unit 
contains illuminated push-buttons for 
Run, Hold, Reverse and Reset. The 


control unit contains 20 integrated cir- 
cuits, and is connected by cable to a 
power-supply unit which can run off 
line or be powered by built-in ni-cad 
battery; this gives 10 to 15 hours of 
operation, and can be recharged by 
connecting the power-pack to line. Tim- 
ing and position accuracy is said to be 
better than 1%. 

The same firm also showed a Snor- 
kel-Scope low-angle device for attaching 
to a 35mm Arriflex, which lowers the 
camera’s viewpoint by 20 inches, and 
lets the camera move through normally 
inaccessible spaces. The field of view is 
equivalent to a 25mm lens on the 
camera, and the maximum aperture is 
T/5.6. 


In Europe, an increasing amount of | 


filming for TV is being done on 16mm 
film. This is particularly true of filming 
done by broadcasters for their own use. 
A paper read at the conference, for 
instance, stated that 95% of filming 
done by the BBC was on the smaller 
gauge. The BBC Research Department 
has been suggesting for some time that 
significant improvements in sharpness 
and tone reproduction could’ be 
achieved by scanning color negative film 
in a telecine and reversing the signals 
electronically, and presented a paper 
analysing the techniques involved, par- 
ticularly from the signal-to-noise point 
of view. They concluded that flying- 
spot telecines fitted with the latest 
high-brightness tubes are more favorable 
than plumbicon telecines for this type 
of work. Apart from the advantages 
already mentioned—and the long tone- 
range obtainable from the low-contrast 
negative is particularly important when 
trying to match film inserts into elec- 


TIRED OF 
MISSING 
DEADLINES 


On Super-8 or 16mm 
Eastman Color Print Orders 


PHOTO-TECH 


GUARANTEES 
DELIVERY TIME OR 
WE EAT THE BILL! 


High quality Super 8 release 
prints by optical reduction from 
16mm internegative — acknow- 
ledged to be the best method in 
the industry today. 


Printed for any cartridge or reel- 
to-reel system using magnetic 
track or silent. 


AN ES @) 


16mm interneg and release with 
WESTREX optical tracks made 
in our own plant. 

BESIDES 
In-and-out, same-day ME-4-ECO- 


3 processing with work-print! 


CALL or WRITE 


WA. Stockdale 
oy Ce 


PHOTO-TECH 
LABORATORY 


LABORATORY 


200 East First South 
Salt Lake City, Utah 84111, 


Phone (801) 521-3505 
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Rentals 
at the 


right 
price 


How about a NAGRA III 
for $10 per day? 


Or zoom lenses starting 
at $12.50 per day? 


The newest 16mm 
camera and sound 
equipment... perfectly 
maintained... 


ArriflexS,MorBL... 
Single or double system 


Eclairs, Auricons or 
Scoopics... 
Crystal controlled motors 


Wireless microphones... 


High speed Millikens - 
Photo-Sonics cameras to 
500 frames per second... 


Colortran lighting... 


CINELEASE ... your 
dealer for leading lines of 
production equipment... 
Our prices are always 
RIGHT! 


For more information... 
Phone (203) 966-1671 
or write... 


Rentals « Sales « Service 
1331 Ponus Ridge 
New Canaan, Conn. 06840 


tronic camera productions—there is sig- 
nificantly less degradation of shadow 
detail, as both optical flare and noise in 
the dense parts of the film from the 
telecine will mainly affect the high- 
lights, where they are far less disturbing. 
Color reproduction, sharpness, granular- 
ity and steadiness are far superior to 
those obtained from positive prints or 
reversal films. 

The BBC will shortly start to use this 
method in programing. It is expected 
that a black and white workprint will be 
made for cutting and dubbing, with the 
neg finally cut to match in the normal 
way. Tests have shown that, when using 
negative film on telecine, far less scene- 
to-scene color and density correction is 
required than for normal printing. These 
corrections may be made electronically 
by changing the gain and sit of the red, 
blue and green signals. It is expected 
that in the use of negative film on TV, 
sufficient time will be available for 
reviewing the film and for recording the 
desired grading corrections in some way; 
the film will then be run with automatic 
pre-programed corrections being applied 
as it is either being transmitted or 
transferred to videotape. The neg will, 
of course, remain available for making 
conventional prints for syndication etc. 

During the convention, a party of 
delegates was invited to tour the BBC 
Research Department's facilities at 
Kingswood Warren. The high-spot was 
undoubtedly a comparative demonstra- 
tion of an experimental “black box’ 
device for automatically improving poor 
quality color film, particularly news- 
film; much of it received from abroad is 
a multi-generation dupe or kinescope, 
possibly sent by satellite, and often 
received too late for it to be previewed 
to see whether any corrections for 
color-casts etc. could be made. The 
device removed most color-casts within 
one field interval, and stretched the 
signal to occupy a full contrast range 
when necessary. C.B.B. Wood, who was 
largely responsible for developing the 
device, stated that it was not intended 
for use on first-grade film, but “would 
at least upgrade third-rate film to sec- 
ond-rate.’” The demonstration showed 
that it did better than this. The most 
noticeable improvement was the remov- 
al of color-casts in the shadow parts of 
the scene, but even occasional fogging 
was largely removed. The device seems 
to ensure that the darkest and lightest 
parts of each scene are reproduced as 
neutral, and at given levels (which can 
be pre-set). In addition, the overall 
scene content is probably integrated 


towards grey. To quote Mr. Wood ’’The 
black box changes the parameters of the 
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CORDLESS 
CRYSTAL 
CONTROLLED 
MOTORS 


From Cinema Products! 


Designed and manufactured by the 
unquestioned leader in crystal 
controlled motors for 35 MM 
professional motion picture 
cameras... 
BNC/NC  ARRI 35 * MARK II $35 R 
These camera motors offer the 
ultimate in quality and reliable 
Operation — consistent with the needs 
of professional cinematography... 
Teamed with Cinema Products’ new 
Sealed “Gel Cell” Battery Pack & 
Companion Charger, the motors share in: 
* High efficiency, low power 
consumption 
¢ High torque 
¢ Solid state integrated circuitry — 
for maximum reliability 
¢ High accuracy — 15 parts per 
million over a temperature 
range of 0° to 140°F. 
* Out-of-sync warning tone 
¢ Buckle trip circuit 
* 24 and 25 fps sync speeds 


1 BNC/NC: The sen daa 4% BATTERY AND 


and most pow HARGER: 30 volt-12 
motor ever built for all sinning unit in rugged 
reflex and standard BNC fiberglass housing... 
and NC cameras! High reliability and 
Features variable speeds unusually low cost. 
at 12, 16, 20, 32 fps Color-coded voltmeter 
forward-reverse. and sync pulse output. 
Operates from 24-36 32 lbs — Fully sealed — 
volt battery! reste pte hc ge , 
(Charger provides fully 

2 ARRI 35: Motor, automated sophisticated 
flat-base combination charge cycle — constant 
designed to work on current followed by 
tripod, body pod or in constant 
“Cine 60’’ blimp. In voltage-tapered current 
blimp, total sound level to automatic shut off. 
is reduced 2 db. Draws Works anywhere in the 
less than 2 amps full world 100 to 240 V.A.C. 
load from standard 50/60 Hz.) 

16 volt Arri battery. 

3 MARK II S35R 5 SYNC PULSE 
Designed to work in or MODULE: Provides the 
out of blim *: same high accuracy 
Continuously variable temperature 
speed from 8 to 32 fps, compensated crystal 
forward-reverse. oscillator — for use 
Operates from 24 to 36 with both NAGRA 
volt battery III and IV. 


Technology in the 
Service of creativity. 


CINEMA PRODUCTS 


2044 Cotner Avenue, Los Angeles, 
Calif. 90025 
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atbention-- 
auricon 
ma-I] 
owners 


Have you ever wished that 
your amplifier had one 
more dynamic mike input? 

. or that you could 
use your Sennheiser 804/805 
mikes without that d#*x 
preamp dangling from it? 
How about the times that the 
Sennheiser batteries 
fade out during filming? 


Is that what’s bothering 
you, fella? 


Join the club! We’ve had the 
same problem. So... 

we’ve done something about 
it. We’ve converted our 
MA-11’s so that we can plug a 
dynamic mike into the third 
(phono) input—we can switch 
it to line as well. Better yet— 
we can use a Senn. 804 

or 805 on that third channel 
without the dangling battery 
and matching transformer. 


What’s more...we can 
convert your MA-11 to look 
and act just like ours 

for as little as $125.00 and in 
just three days. 


Want more information? 
Call or write 


BRENNER PHOTO CO. 


5215 Wisconsin Avenue, N.W. 
Washington, D.C. 20015 
(202) 244-3800 
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i signal to correspond to signals that seem 


to correspond to satisfactory pictures. 
The signal is examined, the gain, integral 
value and black level of each of the 
color components is considered, and as 
the TV field passes through, little labels 
are put in the vertical blanking interval, 
which are afterwards picked up by 
variable-gain and variable-sit amplifiers 
which modify the signal appropriately.” 
It is a remarkable device, which, if 
brought into use, should markedly im- 
prove the quality of much of the news- 
film seen on the air. 

16mm is also being used in England 
for the production of some TV series by 
independent organizations. Thus the 
“Jason King’’ series has just been com- 
pleted by Monty Berman at the EMI 
Elstree Studios for !.T.C., using blimped 
Eclair NPR cameras fitted with Add-a- 


Vision TV viewfinders. One of these 
The equipment has been operating 


satisfactorily for 8 months, and is also 
being used on “THE PROTECTORS” 
series just starting at Elstree, with modi- 
fications to accommodate back-projec- 
tion process photography. 

Other interesting film production ex- 
hibits on various booths included the 
silent, hand-held Arri 35BL shown by 
Rank; a Ile Arri fitted with a Dynalens 
and TV finder, and a transportable 
35mm _ projector capable of running 
double-headed picture and mag track 
for viewing rushes on location, shown 
by Samcine; the lightweight Xenotech 
Sunbrutes demonstrated by Bell & How- 
ell (who distribute it in the Eastern 
Hemisphere), and several items in the 


16mm _ professional field: the Jensen 
Multisync accessory for converting the 
Arri 16BL to crystal-control without 
internal modifications, and a plug-in 
crystal motor for the Arri 16St (Rank); 
a new version of the Beaulieu R16B 
with a built-in, variable-speed power 
Zoom, fitted with a “focus” button 
which opens the lens up to full aperture 
and zooms it out at full speed to its 
longest focal length; a modification to 
the Canon Scoopic 16mm camera to 
generate a pilot-tone for sync shooting, 
in conjunction with a cassette tape 
recorder (Visnews Facilities); and two 
prototype image intensifiers from Old 
Delft: a three-stage unit with a gain of 
about 35,000, which can be used for 
news and surveillance filming with only 
starlight for illumination, and uses an 
18mm tube of their own design in 
conjunction with a special relay lens 
which largely eliminates the pincushion 
distortion inherent in intensifier tubes; 
and a very compact single-stage unit, 
having a gain of five stops (or 32x) 
which can be screwed straight into a 
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nicians repair your equipment right on your 
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SALE 


Unit Price 

Arri 35mm IIB cameras; matte box, 

2-400’ x 35 color mags, vari-speed 

motor, case $1450.00 
Arri 35mm IIC cameras, same as above 

but with lenses and battery 2900.00 
Moviolas: UL20CS 16/16 or UDC20CS 

35/35 composite editing machines 2350.00 
24-240 Angenieux reflex zoom lens 

w/finder for BNC 4900.00 
Mitchell MKII camera; 3 lenses, 2-1000’ 

mags, 110 vari or 110 sync motor, 

cases, accessories 8900.00 
Bell & Howell 16/35 pedestal splicer 600.00 


Bell & Howell 16mm hot splicers 

(as is) 40.00 
Sony ¥2-inch video tape recorders, 

perfect condition, guaranteed 


CV 2100 350.00 

CV 2200 400.00 

CV 2600 450.00 
Panasonic ¥2-inch video tape 

recorder 295.00 


Motion 
Picture 
Camera 
Supply, 
Inc. 


an affiliate of 
MPCS Communications Industries, Inc. 


MPCS Building, 424 West 49th Street 
New York, N.Y. 10019 
(212) 586-3690 


THE MOST COMPREHENSIVE 

AND CONCENTRATED 

MOTION PICTURE TRAINING 

NOW AVAILABLE ANYWHERE 
IN THE WORLD 


Work in modern studios, with the latest 
professional equipment. Award-winning 
Instructors in our new Motion Picture 
Production Center. Co-ed. Openings 
available for day or evening. Student 
loans, Veterans benefits available. Ap- 
proved for foreign (non-immigrant) 
students. Free booklet. Write, phone, 
visit. 


| 
NEW YORK INSTITUTE OF PHOTOGRAPHY | 
Motion Picture Production Center Dept. 331-8 | 


| 
| 
: 112 W. 31st St., N.Y. 10001 Phone: CH 4-3462 
| 


Please send free brochure on Motion Picture 
Production Courses. 


| Name (Please print) 


Address 


City State Zip 
| (] Check if eligible under G. |. Bill 


C-mount on a reflex camera, with the 
camera’s lens screwed into the front of 
the intensifier. With this latter unit, it is 
a matter of speculation whether the gain 
in sensitivity is worth trading for the 
loss of color information (the image is 
black and green). 

New items from Kodak were a proto- 
type hot-wire splicer for polyester-based 
films, making neat overlap joins without 
the need for scraping the coating off 
black and white or magnetic films 
(though the volatile couplers in color 
film mean that this has to be scraped), 
and a new series of Ektalux 85 A/D 
conversion filters cast from a new resin 
that can be dyed and worked to the 
exacting standards demanded for on- 
camera use. 

For the smaller 16mm _ production 
outfit, several double-band projectors 
were on show; these allow mag track to 
be run in interlock with the picture for 
preview and dubbing purposes, and are 
usually fitted with facilities for record- 
ing and transferring between the various 
tracks, such as center or edge on the 
magnetic film, or optical or mag track 
on the picture film. Examples of this 
type were shown by Rank (Bauer P6 
Studio) and Heyden & Son (Prevost 
P16DB, with Xenon lamphouse) and a 
most interesting newcomer from Double 
Band Developments, based on the Ho- 
kushin Polestar projector: this had the 
optional facility of fitting a Dolby 
noise-reduction circuit board in the am- 
plifiers, which could be used to both 
improve the s/n ratio by 5db and reduce 
distortion to 0.1%. The magnetic film 
unit is also available as a rack-mounted 
recorder-reproducer, which can be inter- 
locked, singly or in combination, with 
the projector. 

Several theater projection machines 
with xenon lamphouses were shown for 
16mm, 35mm and 35/70mm operation. 
The Cinemeccanica Victoria 9 proto- 
type uses modular construction for 
quick and easy servicing and the mech- 
anism and lamphouses can be tilted 
while the spool boxes remain upright, 
thus providing better stability and re- 
ducing the clearance needed in the 
projection booth. 

It is impossible to do justice to all 
the many excellent papers presented at 
the conference; in the space available 
one can only mention some highlights. 
The paper ‘’Motion-Picture Technology 
and System Dynamics” by Wilton 
Holm, director of the AMPTP Research 
Center and President of the SMPTE, 
considered the Research Center's ap- 
proach to technological planning as well 
as to the business side of the industry, 
and announced that a new system of 
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JOIN THE 


ZOOM 


BOOM 


THE NEW CANON K-35 
MACRO ZOOM LENS 
ANSWERS ALL OBJEC- 
TIONS... 


At last . . . the first truly variable focal 
length lens! (And it even has retractable 
click stops) 


This outstanding Canon 5 x 25 mm Macro 
Zoom was developed to the exacting specifi- 
cations of the Motion Picture & TV Producers 
Research Center. It offers the same high 
resolution and distortion free characteristics 
(less than 3%!) of quality fixed focal length 
lenses .. . Its speed of 12.8 provides one 
versatile lens covering the range of a fixed 
focal length set 25 - 120 mm... . Complete 
coverage from 18 mm to 240 mm is provided 
by a matched 2X extender and 18 mm fixed 
focal length lens. 


e First 35 mm zoom lens utilizing a calcium 
fluoride element to minimize chromatic ab- 
berations e First to permit focusing within 
2” of front element e Independent Macro 
focusing permits foreground and background 
perspective control ¢ Combined with Cinema 
Products’ J-4 “Joy Stick” servo zoom control, 
smoothly feathered zooms are achieved with 
no abrupt stops and starts. 


We take pride in being the factory authorized 
distribution and service source for this 
unique new Canon K-35 Macro Zoom Lens 


Brackets and gearing available for full com- 
patibility of our famous J-4 “Joy Stick” Zoom 
Control with all zoom lens and cameras 
---16 mm and 35 mm. 


cS 


Technology in the 
service of creativity. 


2044 Cotner Avenue, Los Angeles, 
Calif. 90025 TELEX: 69-1339 
TELEPHONE: (213) 478-0711 
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COLOR Processors 


don't have to be expensive! 


MKVII $2250.00 


COLOR 2 ft per min - B& W 20 ft per min 


ANNOUNCING AN EXTENDED LINE OF CRAMER PROCESSORS. 
MODELS INCLUDE SUPER 8, 16mm & 35mm - COLOR AND BLACK & 


BLACK & WHITE. $1850.00 FOR COLOR. 


Write or call for free brochure 


H. G. CRAMER 


ROUTE 3, BOX 24A. SARASOTA, FLORIDA 33580, U.S.A. 
Telephone A.C. 813.355 4470 


coming soon: 


ThriftFAX 
ANIMATION STAND 


— an effective money-saver . . . precision 
at low-budget price. Advance information? 
Ask us! 

Meanwhile, FAX is your Thrift-source for 
ANIMATION DISCS: 


FAX MAGNABAR® DELUXE 12/16 
FIELD DISC (illustrated) is $135. 12- 

field Discs, too, at $115. Write for 

national dealer list. 

And for your convenience we stock 

e Acme-Punched Animation Cells 

e Acme-Punched Animation Paper 

e Peg-Bars e¢ Ink & Paint Boards 
Tell us your Animation needs and 
we'll supply you! Need technical in- 
formation? Ask ex-Disneyite Hub- 
bard Hunt. 


FAX COMPANY 


475 S. Santa Anita Ave. 
Pasadena, Calif. 91107 
213 / 681-3084 


Interested dealers — write today! 
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hi-fi optical stereophonic sound will 
soon be available. This system will be 
compatible, in that the theatres which 
do not wish to invest the few hundred 
dollars to have optical stereo sound 
could play the new track on existing 
optical sound systems and still have 
monophonic sound of better quality 
than at present. He also mentioned that 
a new electronic system for composite 
photography would soon be available; it 
is said to be a simple, foolproof method 
for doing on film what is now known as 
travelling matte work, allowing back- 
grounds shot anywhere in the world to 
be combined with foreground photog- 
raphy on the stage. The director will be 
able to view his composite scene, in 
color, on an electronic monitor as he 
shoots it, and he can have immediate 
playback on tape, if he desires, and can 
have next-day dailies on color film. He 
further dealt with the ways technology 
could help in making business decisions, 
such as predicting the marketability of a 
motion-picture before it is photo- 
graphed. 

A new approach to the production of 
television programs was examined in J. 
Flaherty and W. H. Butler's paper ‘Why 
Use Film?’’, proposing a new, single 
electronic camera technique used in the 
manner of a film camera for shot-by- 
shot recording, and in an associated 
paper by W. H. Butler of CMX Systems 
who described an electronic post-pro- 
duction system that permits semi-auto- 
matic editing of tapes shot in this 
manner. This relies on the use of ran- 
dom-access magnetic disc pack recorders 
to store information scene-by-scene for 
editing, which is done with the aid of a 
small computer. The computer is used 
as a bookkeeper to keep track of the 
location of all frames within the disc 
packs, and to memorize all decisions 
made by the program editor. Working 
with a character generator and a light 
pen, the computer also presents a list of 
all scenes loaded into the packs, and a 
list of splice-decisions that have been 
made by the editor, and other data. 

The whole system is controlled by 
the editor with the light pen; he can 
select any scene at random, and run it 
on a monitor fast, normal or slow (even 
frame by frame, if desired) in either 
direction, and mark his cutting point. 
On a second monitor he can view the 
effect of any splice he has made and, if 
necessary, make alterations. At the end 
of the operation, the computer can 
print out a complete splice list of 
decisions made by the editor, and also 
print out commands on a cassette for 
use later for automatic assembly of the 
high-band videotapes. This is done on 
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OPTICAL-MAGNETIC 
SOUND 
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LOW VOLTAGE 450 LUMEN 
212 VOLT, 250 W, COOL LIGHT 


For Information And Demonstration 
Call or Write 


JIMMIE MUNDELL 
901/374-6005 


FILMAKER 
SUPPLY 


P.O. Box 1146 
Little Rock, Ark. 72203 


CANON SCOOPIC-16 
FOR HAND- 


HELD MOVIES 
THAT DON'T LOOK 
HAND-HELD 


=™ Wrap your hands around the 
first 16mm designed for hand- 
held shooting with tripod sta- 
bility. 

= And it’s got: the 13-76mm f/ 
1.6 Canon-Zoom lens; auto ex- 
posure with over-ride; and self- 
contained motor batteries. 


Special 
$99500 


Complete 


! LLOYD’S CAMERA 


EXCHANGE 
1612 No. Cahuenga Blvd. 
Hollywood, Calif. 80028 
467-7189 467-7956 


Transist -0 -Sound. 


Presents 


Model 3-CA 
for AURICON and BOLEX Pro-16 


Magnetic Sound-on-Film Cameras 


$795.00 
FOR ONE OR TWO MAN USE 


* Weighs Only 11/2 Pounds. 
* Size: 2x41/2x4 Inches. 

* AGC - Tape Feed Jack. 

* 3 Balanced Mike Inputs. 
* Charger, Neck Strap & Phones. 


CAN BE SUPPLIED WITH MATCHED 
MICROPHONES (EV 635 A) 


COMING SOON: Wireless 
Camera-to-amplifier link. 
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851 Eustis Drive 


INDIANAPOLIS, INDIANA 46229 
AREA CODE 317 897-1549 


When filming in 
the New York City Area 
...or anywhere else... 
CONTACT 
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“The King of the Generators”. 


We go anywhere in the USA. 


We also custom build generators to 
your specifications. 
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JOHN WEBER CO. 


6944 76th St. 
Middle Village, New York, 11379 
Phone: (212) 274-9393 
(212) 894-1448 


two to six videotape recorders operating 
under computer control; special effects 
and automatic scene-to-scene color-cor- 
rection can be pre-programed. The 
system is also suitable for use with film 
originals; for TV use, the film can be 
transferred to tape and assembled as 
above. For theatrical release, the film 
can be transferred directly to the disc 
pack and, after editing, the computer 
can supply a typewritten list of edge 
numbers to be followed by the negative 
cutter. No doubt, ultimately, even the 
negative cutting operation could be 
computerized. 

Dr. R. Theile, of IRT, Munich, pre- 
sented a paper comparing electronic 
camera quality with various types of 
televised film, including 35mm neg-pos, 
16mm _ neg-pos and reversal, and Super- 
8. Four typical scenes were taken simul- 
taneously on a rig holding a TV camera, 
a 35mm Arriflex, three 16mm Arri’s 
and two Super-8 cameras loaded with 
the various stocks, and the results were 
transferred to tape and shown on color 
monitors in the lecture hall. An interest- 
ing point was that with the particular 
equipment used, the Super-8 quality 
(albeit on a slow film, Kodachrome II), 
was better than that produced by the 
16mm neg/pos process. A later paper by 
C.B.B. Wood of the BBC (already men- 
tioned above) showed the improvement 
available from a piece of the same film 
televised as a negative and electronically 
reversed. 

Dan Zwick of Eastman Kodak de- 
scribed a simple conversion kit his com- 
pany had developed to allow a small 
station to preview color film by optical 
projection and get a good approxima- 
tion on how it will look on color TV. 
The kit consists of a blue filter to be 
placed over the projection lens to raise 
the color temperature to that approxi- 
mating the film scanner, and a piece 
of ultra-high-gain Ektalite screen on 
which the picture is viewed at a good 
contrast even when overhead fluores- 
cent lighting is switched on to provide a 
reference background field. The need 
for standardized preview facilities was 
also dealt with by CBC’s John Lant, 
who described his company’s achieve- 
ments in 16mm color production. 

A thorough paper by the BBC Re- 
search Labs dealt with the problems of 
achieving image steadiness in 16mm TV 
presentation. 

On the last day Milton Forman con- 
sidered some ‘New Trends in Stage 
Design’’, and cinematographer Fouad 
Said dealt with the equipment and 
logistics of location filming. 

All in all, it was a most stimulating 
conference. 
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SMITH- 
VICTOR 
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HI-Fl STUDIO LIGHT 
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New Smith-Victor Hi-Fi Quartz Studio Lights are 


made to meet the needs of the most discrimi- 
nating professional photographer. Housing is of 
Double Wall Aluminum which provides coolness, 
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Single and Double Scrims available 


AT YOUR PROFESSIONAL DEALER 


SMITH-VICTOR CORP. 
Griffith; Indiana 46319 


Play back separate 
picture and sound 
in perfect sync. 
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Palmer Interlock is a 
complete system to 
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or 16mm magnetic film, 
and make sound transfers. 


NEW! PALMER INTERLOCK PROJECTOR 
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WwW. A. PALMER FILMS, INC. 
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FARKAS FILM COMPANY 


MARINA HOUSE 
HONG KONG 


COMPLETE 16/MM & 35/ MM 
PRODUCTION FACILITIES 


( Hollywood Valley Film Lab ) 


8MM Specialists. 


We do it all. In house. 
¢ Reduction printing 
* Contact printing 
¢ Magnetic or optical sound 
¢ Treating and cartridging 
For details write 
Hollywood Valley Film Lab, 
2704 West Olive, Burbank, 
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CINEMA WORKSHOP 
Continued from Page 750 


resolver is employed (such as a Nagra 
SLO) that senses the presence or ab- 
sence of the pilotone signal on the %” 
tape. When the pilotone is absent, a 
1000 Hz signal is recorded on a 100 mil 
control track on the full coat. (This is in 
addition to the standard 200 mil track.) 
The instant the pilotone signal is sensed, 
this 1000 Hz signal ceases. Thus on the 
full coat, sync is determined by the last 
fogged frame and the end of the 1000 
Hz tone on the control track. This is 
identical to the American system, ex- 
cept that the beep is in the control 
track, leaving an unadulterated sound 
track. In addition, the editor is aware of 
every portion of the sound track that 
has camera coverage. With the advent of 
crystal sync equipment and radio slat- 
ing, the control track concept, in a 
newer form, is beginning to gain re- 
newed popularity. a 


“FREAK ILLUMINATION” 
Continued from Page 777 


shot with the Eclair, an Arri S, a Bolex, 
and two Arri BL’s. All of these cameras 
were used for separate sequences, and 
the footage successfully intercut. ‘’Pri- 
mary” lenses used were the 12-to-120 
Angenieux zoom, the 5.7mm Kinoptic, 
and several Nikon lenses using a Nikon 
to ““C’”” mount adapter. The film was 
composed for projection in the 1.85:1 
aspect ratio. 

The first ‘‘abstract’’ scene in the film 
involves a paper airplane lying in the 
street near the curb, which lifts off 
under power from a gust of wind, and 
flies through the woods. It crashes into 
the house in which the kids live, explod- 
ing into flaming wreckage and falling to 
the sidewalk below. Several near identi- 
cal models of the paper plane were used. 
One was “‘flown’’ from a black thread 
fastened to a long cane pole. The pole’s 
length provided a shallow arc in the 
plane’s flight. A second model, with a 
short soda-straw built in ‘flew’ down a 
mono-filament for the collision with the 
white frame house. A third was explod- 
ed by fuse and triggered to fall past the 
camera. Duplicates were used for re- 
takes from other angles. The plane’s 
flight was shot in slow motion to extend 
the length of the takes, and smooth out 
the action. 

A mysterious presence enters the 
house and explores it before imbedding 
itself in the wall of the basement. Tobe 
shot the sequence by hand-holding the 
Bolex and single-framing his way into 
and through the house. Once inside the 
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(213) 467-1118 


MERICAN 
FILM INDUSTRIES, INC. 


IN SAN FRANCISCO 


house, the lighting flickers about in a 
way impossible to describe here. It was 
produced by two assistants holding 
gelled lights on poles which they point- 
ed around the room at Tobe’s direction. 
In effect, a different lighting set-up was 
used for each frame. The effect is 
especially remarkable in the basement 
sequence, as the camera moves down a 
long flight of steps and moves among 
the junk stored there, as a passing trunk 
lid and other items flash open and 
closed, almost subliminally. Here and 
there, puffs of smoke appear, provided 
by a Mole-Richardson fog machine be- 


» tween frames. The presence itself finally 


appears as a bright light in a flash of 
smoke. The light was an oversized 100- 
watt bulb on the end of a long pole, 
brightened by a Colortran kicker. Be- 
hind the bulb was a disk with bits of 
aluminum foil glued on, which was 
rotated between frames. A hole was cut 
in the wall of the basement set to allow 
the “‘presence’’ to be drawn toward the 
wall, where it was replaced by a Cine- 
queen light mounted behind the hole, 
pointed first into the camera, then 
around the room like a tiny searchlight. 

In another fantasy, a sword fight 
takes place in which one of the charac- 
ters fights himself. He is not seen in two 
places at once, but only one place or the 
other, changing places each time the 
swords strike. Each segment of the fight 
from each camera position was choreo- 
graphed by Tobe and Ron Barnhart, the 
sword-fighter(s), and then shot without 
stopping the camera as Ron went 
through the scene twice: first as one 
character, then as the other. 

In editing, many of these scenes were 
bi-packed on the Steenbeck editing ta- 
ble. Particularly one series of exchanges 
which takes place inside a zoom shot. 
An electric zoom was used so that the 
two separate zooms could be intercut 
without a change in speed. One of the 
two fighters is mortally wounded and 
disappears inside another zoom. The 
winner is hit by a blast of light from the 
previously mentioned hole in the wall, 
and as he stares, the hole expands into a 
huge eye. The eye goes deep into the 
wall through a series of irises made of 
sprayed polyfoam. In the back of the 
eye, spark-like radiations are produced 
by aluminum foil-covered wire spokes 
which were moved between each frame 
as the hole enlarged through single- 
frame animation. The Bolex and the 
Arri S with animation motor were both 
locked down to provide two different 
angles as the hole was chipped away one 
frame at a time. 

In a subsequent scene in the same 
location, the same character is hyp- 
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STOCK FILM 
FOOTAGE 
NOW AVAILABLE! 


One of the world’s largest and most 
selective collections of stock footage is 
available to you . . . now yours to choose 
from. 


Photographed by the greatest camera- 
men in the business, in every desired ratio. 


Select from the entire backlog of 
20th Century-Fox’s world-famous product- 
ions, covering 40 years of industry leader- 
ship and innovation. 


Prices are competitive. All fields, 
theatrical, TV, commercial, educational, sales 
promotion etc. are invited to inquire. 


CALL ROBERT PEARSON 


20th Century-Fox Film Library 
Beverly Hills, California U.S.A. 
(213) 277-2211... Ext. 1137 
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FILMKRAFT EDITOR 
MODEL 16 O/M 


Runs up to 3 16mm _ magnetic 
tracks with a picture — Also runs 
single-system optical and mag- 
stripe — Syne motor drive — Auto- 
matic clutch — Free wheeling — 
Portable — Self-contained — Built- 
in solid state mixer and amplifier. 


Prices start at: 
$1385 F.O.B. Los Angeles 


For further information contact: 


FILMKRAFT SERVICES 


Dept. A 
6850 Lexington Ave., Suite 217 
Hollywood, California 90038 
(213) 464-7746 
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STANCO SPLICERS 


The Genuinely Automatic Fine 
Splicer for 8, Super 8, 16 and 35mm. 


At your dealer or 
write for information 


STANCO PRODUCTS 


P.O. Box 456-A (303) 828-3562 
Erie, Colorado 80516 


CORRECTION 


In the June issue of American Cinematogra- 
pher, the wrong price was run for Electro-Voice 
microphone, model 635-A. 


The correct price should have been $94.50 
list, less normal trade discounts. (See advertise- 
ment elsewhere in this issue.) 


[ww ive be lance le=|Lectromics 
CORPORATION 


Now demonstrates, sells, services the 
industry's best recorders and dubbers 
at 1144 N. Las Palmas in Hollywood. 


Home Office: 2119 Schuetz Road, St. Louis, Missouri 63141 


SOUND 
EQUIPMENT 


America’s Midwest distributor 
of professional recording, mo- 

tion picture, audio-video and 
broadcasting studio equipment. 
Write for,our new 128 page catalog 


Aupio Distrisutors, INC. 
2342 S. Division Ave. 
Grand Rapids, Michigan 49507 
(616) 452-1596 


TRADES WELCOME 


IN FLORIDA IT'S 
WARREN SOUND STUDIOS 


Complete sound production facilities 


a Mixing » Dubbing Transfer m Interlock Screen- 
ing Facilities # 16 or 35 mm @ Editing @ Loc. 
Sound Trucks # Westrex, Nagra & RCA Equipment 

35 NE 62nd St. * Miami, Florida 33138 
Telephone: (305) 754-9539 


THE FINEST LINE OF 
PROFESSIONAL EDITING 
EQUIPMENT AND SUPPLIES 
IS SOLD BY? 


Cy risty ’s ‘Yep 


Including dealer and distributor- 
ships with Moviola, Maier-Han- 
cock, Ziess Ikon, 3M, HFC, MPE, 
CHRISTY’S MFG., GE and Syl- 


vania. 
Corich, ’s 


EDITORIAL FILM SUPPLY 
2920 WEST MAGNOLIA BLVD. 
BURBANK, CALIFORNIA 91505 
Send for Price List to: Dept. A 
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notized by the eye and then sucked up 
into a sort of organic hole in the ceiling. 
Actually, he was lowered down out of 
the ceiling. This was shot in reverse at 8 
frames per second to speed up the 
action. He was then “‘projected”’ (I can’t 
describe it) from the eye the length of 
the basement to an antique hair dryer. 

The hairdryer is also used in a scene 
in which four people sit under it and 
pull opaque plastic bags down out of 
the headpieces to cover themselves. The 
bags then appear to draw back up into 
the headpieces. This was shot in reverse 
at 8 frames per second as the wadded 
plastic bags expanded at their own 
natural rate. 

One of the shortest scenes took four 
days to shoot. This was an animated 
room. With no one present in the room, 
an uncompleted paint job completes 
itself in blue. Stars come out, a few ata 
time. One star becomes the moon, then 
the sun, and then a landscape complete 
with sunbeams. Then the whole land- 
scape animates somewhat like a neon 
sign. We accomplished this by using the 
Arri S locked down, with an animation 
motor, and shooting three different 
strips of film. First we shot two frames 
of picture and four frames of black, and 
repeated this for several feet. Then the 
landscape on the walls was repainted, 
rotating the colors, and another strip 
shot similar to the first. The process was 
repeated after a third paint job, and the 
three strips were printed together as 
“A” "B,"" and “C” rolls. Since the 
scene included two windows, it was 
necessary to film at night to avoid light 
variations. 

A ‘49 Dodge, owned by the fellow 
playing Toz, figures prominently in the 
film. A psychedelic paint job by the 
group living in the house was already 
underway when filming began. When 
Toz expressed interest in obtaining a 
plexiglass bubble for the top of the car, 
Tobe encouraged them to finish the 
paint job, and the film budget pur- 
chased the bubble. 

The labor was done by Toz, David, 
and friends. The four-foot in diameter 
plastic hemisphere provided a unique 
camera position. For one sequence, the 
Bolex was mounted in the bubble, with 
the 5.7mm Kinoptic showing the red, 
white, and blue car hood in the fore- 
ground. A single frame trip is taken 
through Austin with a brief side trip 
through the country. The car hood 
remains static in the foreground as 
houses, trees, cars, buildings, and a lot 
of road flash by. As the camera passes 
through the State Capitol grounds and 
the University of Texas campus, the 
color changes and becomes more ab- 


For the best in quality and service 


RUSSELL FILM 
LABORATORIES 


Complete 16mm Lab 
@ 


Color and black & White processing 
e 


Sound recording 
e 
Editing 
@ 
Printing 


e 
= Tities 
R |Same day service on Ektachrome 
|processing and work prints 
F RUSSELL FILM LABORATORIES 


{P.0. Box 6938 
5 OF Jacksonville, Florida 32205 
=a 


(904) 389-2316 


HARRY WALSH, A.S.C. 
for FLORIDA filming 
Supplying Visiting Producers with Crews, 
Equipment, Locations etc. over 25 years. 


2711 San Domingo Coral Gables, Florida 
Phones—(305) 446-0566 and (305) 446-0811 


ey 
To Classified Advertisers 


Copy deadline for classified ad- 
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WE REPAIR 
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of mp lenses 


WESTHEIMER company 


Joseph Westheimer, A.S.C. 
TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS 
FOR MOTION PICTURES AND TELEVISION 
HO 6-8271 
736 Seward St., Hollywood, Calif. 90038 
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LINWOOD DUNN, ASC 
Former Head of RKO Studio Effects Dept. 


CREATIVE 
SPECIAL EFFECTS 


Theatrical « Industrial + Educational 
Complete Advisory and Technical Services 
From Story Ideas to Theater Screen 


West Side Story - My Fair Lady 
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n - For Information: 
a Benjamin J. Chapnick 
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Automatic TIME-LAPSE MOVIES 


Made Easy by SAMENCO© Controls 
Complete system 
See your dealer or write direct. 


Marion Van Ausdale & Associates 
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CAMERA STOCKS 


16mm EKTA Color 7242, 7241, 7255.... .0525 
16mm B & W 7220, 7222, 7231......... 
16mm Color Negative 7254, 7252 ...... d 
35mm Color Negative 5251 ............. F 
35mm B & W 5220, 5222, 5231......... z 


LABORATORY STOCKS 
7387, 7253, 7385, 7234, etc. 


MAGNETIC SOUND STOCK 
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FILM & EDITORIAL LEADER 


Black Opaque 35mm 

Black Opaque 16mm 
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studio film exchange 


11555 VENTURA BLVD. 366 WEST 46th ST. 
STUDIO CITY, CALIF. NEW YORK, N.Y. 
(213) 985-3303 (212) 265-3740 


PROFESSIONAL LAMINATED 


MAGNETIC STRIPING 
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$.03 Per Foot—380 Ft. Min. Order 
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stract. This section was also printed 
several times on high-contrast negative 
stock, and these prints staggered four 
frames apart and reprinted twice to 
produce two different masters with dif- 
ferent colors. These masters were dis- 
solved back and forth with dissolves 
ranging from 24 frames to 96 frames. 
The original color was also dissolved in 
and out of this mix. 

One day in a discussion of material- 
ism Toz expressed a desire to put all of 
his belongings into the psychedelic car 
and set it on fire. Tobe encouraged him, 
and Toz resolved to do it. In the film 
Toz even pulls off his clothes and shoes 
and throws them into the burning car. 
Naked, he runs away in slow motion 
and out of the frame just as the car 
explodes in an incredible convulsion of 
flame and smoke, the shockwave knock- 
ing Toz to the ground. 

The first preparation for this scene 
involved digging a final resting place for 
the car approximately 10’ x 20’ x 10%’ 
deep. Then a breakaway platform was 
built in the hole. The platform was at 
ground level. After the car was rolled 
onto the platform, the ramp boards 
were removed and 14 sticks of dynamite 
and 100’ of primer cord placed on the 
structure. A short distance toward the 
cameras a hole was dug and 80 sticks of 
dynamite, 50 gallons of gasoline, and 20 
gallons of napalm were placed inside. 
Nearly 1,000’ of primer cord were laid 
out in a large semi-circle and covered 
with cement powder. In sequence, the 
platform in the hole explodes, the car 


rises slightly off the horizon and then 


sinks out of view as the second explo- 
sion belches flame 200’ or so into the 
air, and the primer cord sends a wall of 
dust out toward the cameras. 

In lighting each scene, Tobe varied 
the color and style or mood from very 
realisitic to very abstract. He often likes 
to mix incandescent with daylight, 
which gives an interesting range of 
color, especially in skin tones. PSI, in 
Dallas, was very cooperative in helping 
him maintain the colors he originally 
sought in the print which was sent to 
Atlanta. Tobe was also able to use the 
video color analyzer at PSI, and found it 
especially useful for making difficult-to- 
explain corrections. 

With the support of a small and 
largely inexperienced, but loyal film 
crew, Tobe wrote, designed, directed, 
photographed, designed special effects, 
edited and supervised the film score, 
and even made part of the music him- 
self. ““AN AMERICAN FREAK ILLU- 
MINATION” is almost a one-man fea- 
ture. It was made through the facilities 
of FILMHOUSE in Austin. a 


AMERICAN CINEMATOGRAPHER, AUGUST, 1971 


AIRPLANES - HELICOPTERS 


Aerial Photography and everything in 
aviation including balloons, jenny'’s to 
jets, mock-ups and a fleet of single 
and multi-engine planes & helicopters, 
all with camera mounts. Complete mo- 
tion-picture and TV service from the 
oldest and most experienced company 
in the industry. S. A. G. pilots. 


TALLMANTZ AVIATION INC. 


Frank Tallman, Pres. 
Orange County Airport, Santa Ana, Calif. 
(714) 545-1193 or (213) 629-2770 
Plus: Certified Air Taxi Location Service 


BOLEX ACCESSORIES 


gw 24-Frame Sync. Camera motor—115V 

m Var. Speed Battery Camera motor—24V 

mw 400-ft. Magazine w/400’ counter in camera 
w Intervaltimer—Range 11/2 sec. to 36 min. 

# Animation motor for new single-frame shaft 


Write for Bolex Accessory Catalog 


STEVENS ENGINEERING CO. 
Dept. A, 340 Newport Bivd., 
Newport Beach, Calif. 92660 


Projection lenses 


New — Used 


Rent — Buy — Sell 
16 -35- 70mm 
Prime — Anamorphic — Zoom 
Alan Gordon Enterprises, Inc. 
5362 Cahuenga Blvd. 
No. Hollywood, Calif. 91601 
(213) 985-5500 


PROFESSIONAL 
ZB UNDERWATER 

A Division of Giddings 

Underwater Enterprises 


584 Fourth St.,San Francisco, CA 94107 


(415) 362-6694 


BOLEX REFLEX 
(8 & 16mm) 
CAMERA OWNERS 


END EXPOSURE PROBLEMS 


Send $5 for complete plans on how to get 
perfect exposure, every time you shoot. 
Amazing new development enables Luna- 
Pro meter (with modifications anyone can 
make at home in a few minutes) to read 
exact amount of light falling on film. 


Money back guarantee if system does not 
work 100%. 


FILM STUDENTS 

Send $5 for. packet of 23 different types of ex- 

posed and developed film and magnetic film 

stock samples, from 8mm to 70mm. Also a six 

page brochure which explains in detail each 

sample. 

FREE: Or if you wish to order later send 
* for further details and free 70mm 

film samples. 


ALRE FILMS, Inc. 
565 Fifth Avenue New York, N.Y. 10017 
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SHOOTING 
Contact Jim Grattan for 
in top equipped crews. Single 
and double system. 


1440 St. Catherine Street, West 


GRATTAN Suite 507. Montreal 107, P, Q. Canada. 
PRODUCTIONS (514) 878-9638 
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AURICON and ECLAIR 
CONVERSIONS 


16mm and SUPER 16mm 
Write for price list and information 


CAMERA DEVELOPMENT CO. 


31 Brewster Road West (516) 799-5307 
Massapequa NY 11758 


voor Peterson 


PICTURE 
a Niaiay Write for literature 


and Peterson Enterprises, Inc. 
ee 1840 PICKWICK AVENUE 

CURE GLENVIEW, ILL. 60025 

(312) 729-1010 


QUALITY 16mm PRINTS 


OUR SPECIALTY 


Satisfied customers coast to Coast 


B&W e¢ Kodachrome « Ektachrome 
Color Interneg ¢ Positive 


1923 N.W. Kearney St. 
TEKNIFILM, INC. #3 $320" 
8 ® (503) 224-3835 


BEHIND-THE-LENS FILTER HOLDERS 


For Angenieux lenses on all Arriflex 16, Eclair NPR 
and CM3 cameras, and for the 25-250 Angenieux for 
35 mm - - in kits with gel cutter, tweezer, spare gel 
container and other convenience features. 


Ask for brochures 


CUSTOM PHOTOGRAPHICS 


P. O. Box 25007, Portland, Oregon 97225 * 503-292-5569 


FOSCO 


color media 


ROSCO, PORTCHESTER, N.Y. 10573 


UHLER MOTION PICTURE 
FILM PRINTERS 


35, 16, and 8mm. Contact continuous, and optical 
reduction and enlarging for color and B&W films. 
Please write for information and prices: 


Uhler Cine Machine Cable: Uhicima 


15762 Wyoming Ave., Detroit, Mich. 48238 
(313) 861- 4663 


16MM Optical Printing 


LATENT IMAGE 
1265 Muirfied Road 
Los Angeles, Ca. 90019 
(213) 931-2541 
Donna Deitch Bob Olodort 
FOR INDEPENDENT MINDS & BUDGETS 


ATLANTA FILM FESTIVAL 


Continued from Page 813 


European films with no students al- 
lowed and in San Francisco opening 
night tickets are fifty bucks. No wonder 
after eighteen years they had only 450 
entries and these were confined to 
features and shorts. Our opening night 
tickets are two-fifty, and for students 
it’s a dollar and a half. Here everything 
is open to everybody. This festival is an 
opportunity for students and the public 
to meet the film people, talk to them 
and by attending the symposiums, learn 
something. A real camera buff, who 
wants to attend everything, can buy a 
fifty-dollar ticket that’ll take him every- 


where ...to all the exhibits, seminars, 
screenings, awards banquet... the 
whole bit.”’ 


Add to this the following facts: 

1. From the very beginning Atlanta 
has maintained a reputation for scrupu- 
lous honesty in judging the films en- 
tered. This is done by a committee of 
100 local experts in media and com- 
munications—and their names are kept 
secret so that they cannot possibly be 
pressured by vested interests bucking 
for awards. 

2. The Atlanta Festival bestows a 
huge number of awards, all backed up 
by handsome trophies and medals. This 
is perfectly justifiable, not because it 
has far more entries than any other 
festival, but because it includes every 
possible type of film. The categories are 
sharply sub-divided (a total of 56) be- 
cause it is considered unfair to judge 
films of varying types under a single 
category. In other words, one cannot 
fairly compare “‘apples’”’ with ‘‘oranges’’. 

3. The Atlanta Festival management 
refuses to compromise with quality. 
Everything is done with top-drawer 
style and flair, but with no phony 
pretensions whatsoever. 

4. The Atlanta Festival refuses to 
profiteer on the affair. Screening admis- 
sions are held to a minimum and there 
are many free events open to the public. 
Moreover, not only is there no entry fee 
for student films, but the Festival actu- 
ally pays shipping costs and insurance 
for the submission of these films. In 
addition, Todd’s own company, Inter- 
film, bestows a $250. cash award for the 
best student film. 

An international film festival costs a 
great deal of money to put on (an 
estimated $250,000, minimum) and 
when one does everything first class and 
refuses to pass the cost onto the public, 
there is, inevitably, a sizable deficit. 
Year after year, without complaint, 
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the big lab in Canada 
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MONTREAL 
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Motion Picture Production, 
Editorial and Laboratory Equipment 
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CINE DEVELOPMENTS 
445 S. BEVERLY DR., BEVERLY HILLS, CALIF. 90212 
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Personalized 


16mm SOUND SERVICES 


Flexible Work Schedule 


16mm & 35mm b&w processing and 
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treatment. 
16mm Optical 
Transfers. 


QUEBEC 265 Vitre Street West, Montreal, Quebec 
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MONITAL ZOOM LENSES 
by Rank Taylor-Hobson 
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RANK PRECISION INDUSTRIES, INC. 
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J. Burgi ContneP ssc. 


Director of Photography 
SPR Reflex BNC, SPR-NC, 
ARRIFLEX, Lights, Sound 

P.O. Box F1532 
Freeport, G.B., Bahamas 


16mm COLOR LAB 


KODACHROME AND EASTMAN COLOR RELEASE 
Coast to Coast Service 
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RICHARD ARLEN LAB. 


2214 West‘Olive Ave 
Phone 848-3132 Burbank, Calif. 91506 


IS YOUR FILM DIRTY? 
Does your cleaner cloth leave lint? 


The HGA Film Cleaner pad 
Removes dirt @ Lint Free @ Scratch Free 
$1.50 Each 


HENRY GROSSMAN ASSOCIATES 
519 S. Sth Ave., Mount Vernon NY 10550 


© FILMING @ 


INDI A ASIAN FILMS 


JANPATH, NEW 
DEvAn lL: Cable: Movi- 
photo, New Dethi (iIn- 
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Mews ANIMATION AIDS 


213-789-4498 * 17040 OTSEGO, ENCINO, CA. 91316 


Schools, Corporations, TV Stations, Producers 
BUY DIRECT — SAVE BIG! 
Camera Stands, Punches, Discs, Pegboards, 
Cartoon Colours, Cels & Supplies 
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SUPER & SPECIALISTS / 


Any Quantity... BEST Prices 


Cime-C safe, Int. 


8764 Beverly Blvd., Hollywood, Calif. 90048 (213) 652-7357 


ALL MOVIE LAB SERVICES 
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Write for free brochure 


16MM B&H PRINTERS 35MM OPTICAL PRINTER 


camera exchange 


1612 No. Cahuenga Blvd. 
467-7189 


Hollywood, Calif. 90028 
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MeONTAGE 


Editing & Complete Post Production Service 
Features — Commercials — Documentaries 


(212) 279-0808 
152 West 42 Street — Suite 816 


(Times Square) 
New York, N.Y. 10036 


Interfilm has made good this deficit out 
of its own funds. 

But is this the way it should be? 
Commenting on the City of Atlanta’s 
astounding lack of tangible support for 
the Festival, a local publication recently 
reported that “’...the city powers... 
refused to be connected with the festi- 
val in any way. Other than to allow the 
use of the Arts Center, they’ve turned 
down all proposals to help in any way; 
but they haven’t rejected the publicity 
Atlanta reaps all over the world from 
Festival Week. Each year they sit back 
and watch in silent amazement as the 
festival snowballs and its financial bur- 
den is borne by Interfilm. The New 
York and San Francisco Festivals re- 
ceive major cash grants of $100,000 to 
$250,000 directly from the cities.” 

The ultimate indignity was suffered 
this year when the Atlanta Film Festival 
was awarded a $50,000 grant by the 
National Arts Endowment Fund, pro- 
vided that an equal amount could be 
secured locally. When the City of Atlan- 
ta refused to match the amount (plead- 
ing poverty, or some such), the grant 
had to be forfeited. 

It is especially disgraceful for a 
booming city like Atlanta—which prides 
itself on being so progressive and pro- 
cultural—to deny support to a festival 
dedicated to honoring America’s only 
Original art form—a festival which brings 
the city more international goodwill 
than any other single local event during 
the year. 

That the Atlanta Film Festival’s pres- 
tige and importance has not gone unnot- 
iced elsewhere was indicated by weekly 
Variety feature writer Robert J. Landry, 
who observed: “New York’s fest is 
running a little scared come October. 
San Francisco has had its woes... Dal- 
las is an unknown commodity that drew 
small notice on its one time out. New 
Orleans’ ambitions to get a fest started 
seem to have aborted. Rochester ran up 
a $80,000 deficit in 1970 and is skip- 
ping 1971.” 

In his summation of the Atlanta 
Festival, after having been an on-the- 
spot observer, Landry added: “This may 
be said after a first tentative visit to the 
Atlanta event: it has many of the 
qualities which appeal to showmen. 
With all festivals having troubles (often 
remarkably similar) imagination and or- 
ganization are crucial. Atlanta displays 
both, along with whatever might be 
improvable. Will this one perhaps have 
the legs to break through and throw 
hoof-dust at the U.S. pack?” 

In this observer’s considered opinion, 


it already has/ 
HERB A. LIGHTMAN 
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PROFESSIONAL 
MAGNETIC SOUND STRIPING 


@® Super-8 and 8MM originals 
or prints 

@ 2¢ per foot—plus postage 

@ One day service 


AERCO 


Pennsauken, N.J. 


Box 171 08110 


For Professional Equipment in 


PHILADELPHIA, 
O. H. HIRT, INC. 


39 N. 11th St. * Phila, Pa 19107 
(215) 923-0650 


LARSON ENTERPRISES, INC #12817 SO. BROADWAY 
LOS ANGELES, CALIF 90061 * PHONE (213) 323-3252 


SOUND STRIPING 
ORIGINAL OR PRINTS — 8/SUPER-8/16MM 
24 HOUR SERVICE 
Suarerees cs Emulsion Side 


MAGNETIC FILM LAB | 


P.O. 13573 St. Lovis, Mo. 63138 


MOVIES FROM SLIDES 


Dissolves, Pans, zooms to areas as small as 
Y%'’, using computerized Oxberry Animation 
Stands. 

Send for information, free film chart, pocket 
slate, field guide and sample film. 


Animated Productions, Inc. 
1600 Broadway (212) CO-5-2942 
New York NY 10019 


FOR FILM PROCESSING EQUIPMENT 


Contact: 


Aaj FEES Mfg. Co., Inc. 


Chalfont, Penna. 18914 
(215) 345-1944 


CAROLINA 


PHOTO-TECH INC. 

FILM LABORATORIES 
Ektachrome Processing/B&W _ Pro- 
cessing/Work Prints/Release Prints 
Call or write David Conley for 


complete professional nrice list 
639 Wellons Village Shopping Center 
Durham NC 27703 (919) 688-7265 


-_— s 
ANGENIEUX service corporation of california 
13381 BEACH AVE., VENICE, CALIF. 90291 + (213) 821-5080 


Now Two 


))) FACTORY SERVICE 
CENTERS 


angénieux cor poration of america 


440 MERRICK RD., OCEANSIDE, N.Y. 11572 * (516) 678-3520 
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GUARANTEES 
USED EQUIPMENT 


Over $1,000,000 in used, guaranteed 
equipment always available in all three 
SOS branches, priced at a fraction of orig- 
inal value. All items completely overhauled 
and guaranteed. 


THIS MONTH’S SPECIALS 
CAMERAS 


35 MITCHELL NC, 4 Baltars, Matte box, 
2-1000’ mags, 220 motor, cables, cases 


35 MITCHELL MK11, 3 Super Baltars, 
matte box, base plate, follow focus, 
finder, 110 v/s motor, 2-1000’ mags, 
cables, cases 


35 ARRI 11C, 3 Xenon lenses, matte 
box, sync gen, con. spd. motor, cable, 
battery, 2-400’ mags, hi-hat, case 


35 EYEMO Reflex Super Baltar mount, 6 
filter holders, crank, key, case 


35 ARRI 11 CBHS Hi-Speed, motor, mag, 
3 Cooke lenses 


16 MITCHELL, 4 Baltars, matte box, 
finder, 2-400’ mags, v/s motor, cable, 
cases, blimp 

16 ARRI BL, 12/120 zoom, constant 
speed motor, battery, 400’ mag, case ....$3875 


16 BEAULIEU R-16Bw/battery & charger $ 590 


16 CANON Scoopic, zoom lens, battery, 
charger, case $ 790 


16 DOIFLEX, motor, matte box, case (new) $ 890 
16 ECLAIR NPR, motor, mag, eyepiece $3490 


LENSES 


9.8mm Arri Tegea w/filter slot and 
sunshade 


14.5mm Arri Angenieux with sunshade ..$ 295 
90mm Arri Macro Kilar 
600mm Arri Kilfit F/5.6 


1200mm Century telephoto, w/support 
bracket $ 790 


ACCESSORIES 


Mitchell Friction head 
Pro Jr. Friction head, legs 
Pro Jr. geared head 

Pro Jr. hi-hat 


LIGHTING 


750W cone light 
2KW soft-lite 
Sylvania SG65 EXF sun gun 
Colortran Cineking 
Quad Head 


650W Colortran Dual-650 w/barndoors, 
acc. holder, single and double scrim .... 


1000W Colortran Vari-beam w/barndoors 
(like new) 

* 30 Day Parts Warranty 

** All items subject to prior sale 
***25% dep. required all.C.0.D.’s 


TRADE-INS ACCEPTED 
If you don’t see what you want, we’re sure 
to have it in stock anyway. Address your 
request to the SOS branch nearest you. 


SOS PHOTO-CINE-OPTICS, INC 
A DIVISION OF F&B/CECO INDUSTRIES, INC. 
40 Kero Road, Carlstadt, New Jersey 07072 
* (201) 939-5250 
315 West 43rd Street, New York, N.Y. 10036 
* (212) 586-1420 
7051 Santa Monica Blvd., Hollywood, Calif. 90038 


* (213) 466-9361 


836 


FILMING “IMAGES” 
Continued from Page 785 


home-made animation set-up. A Beau- 
lieu R16B camera equipped with an 
Angenieux 12-120mm zoom lens proved 
to be as well suited to animation shoot- 
ing as it was to location work. The 
camera’s registration was excellent, pro- 
viding us with a very stable and sharp 
image. The features which proved essen- 
tial to the task were the camera's 
accurate footage and frame-counter, its 
facility for reversing the film many 
times without damage, and the closed 
shutter at the end of every take. 

The camera's field of view was 
locked into a given area of a one-foot- 
square piece of ground glass. The glass 
was then divided into panels with 1/8- 
inch black plastic tape. The tape, ap- 
plied directly to the camera side of the 
glass, served to neatly mask each section 
from its neighbor and at the same time 
keep their relative separation constant. 

The slides were projected by a Kodak 
Carousel projector from behind. The 
desired composition of each panel was 
achieved by moving the slide projector 
closer to or farther from the ground 
glass. A master plan was then computed 
which mapped out the sequence and 
time (in feet and frames) of slide presen- 
tation for each panel on the screen. 
Following this plan, we would film one 
complete run of a given segment, shoot- 
ing only one panel of the screen. 

We didn’t want the sequences to be 
static. To overcome this, slides in each 
panel changed at different times. We 
also panned and tilted slides by moving 
the projector while they were being 
filmed. Each sequence had to be a one 
take operation which couldn't, because 
of its intricacy, be later edited. The 4% 
minutes of split-screen in “IMAGES” 
represents 80 man-hours of work. As a 
low budget necessity and a challenge it 
is unequalled in my experience. 

A 1%-to-1 shooting ratio also helped 
to keep our cost low. This low ratio was 
a result of careful pre-planning and 
more significantly the cooperation of 
Helene Berger and her family. Helene, 
an experienced actress, took direction 
beautifully—as did her entire family. 
The success and recognition that the 
film has received is only a small part of 
the reward that working with such a 
creative and giving woman has brought 
to us. The greater part is her friendship. 

Any film-maker can guess that a 
17-minute color/sound film would cer- 
tainly exceed a $500.00 budget, and it 
did. “IMAGES” was completed from 
scratch to release print for a surprising 
$1,200.00. a 


CLEARANCE 


OUR FIRST SALE IN 
25 YEARS 


SAVE 50% 2" 


more 


All equipment 
mechanically perfect 
LIGHTING EQUIPMENT 


MOLE-RICHARDSON 
Baby Solarspots (750) Type 407 .....0..0000000. 45.00 
BabyBaritt: Doors: (750): s.<24:cerascestocscssect. cscecsteccspsach 8.00 
Junior Solarspots (2000) Type 412 —...0.000000002... 75.00 
Junior. Barn: DOOrs: (2000): ciccccccccccscecccssscvtreassscceee 12.00 
Senior Solarspots (5000) Type 415 000. 160.00 
senior: Barn Doors. .(8000): ..c04<cccec eevee tsctelven 18.00 
Tener Solarspots (10,000) Type 416 0.000000... 350.00 
Tener Barn Doors (10,000) 20.0000 35.00 


120 Amp. Molearcs Type 90 w/Grids & Cables 950.00 
225 Amp. Molearcs (Brutes) Type 450 


W/Gids -& Cables! oy ei25. 1 iiicnietadtecsaedecess 1650.00 
Arc Crank Stands — Type 4504 ow. 225.00 
5 Lite Faylites — Type 5511 w/Cables ............ 125.00 
5 Lite Faylite Barn Doors & Holders .................. 20.00 
Comet Lamp Boom Type 75. ...0.........eeceeeee eee 130.00 

COLORTRAN 
Focusing Quartz Heads — 1000 .....020.0 2. 30.00 
Focusing Quartz Barn Doors —1000 ....00000000.0.... 9.00 
Focusing Quartz Accessory Holders — 1000 ........ 4.00 
Focusing Quartz Single Scrims — 1000 ............... 2.00 


MISCELLANEOUS LIGHTING 


Quad: ites (4 (Lite) ti aechenca es 20.00 
Cone Lites (5000 Watt) 0.0 90.00 
Quad! (Hi “Standstsi 2000s eka ap sted 20.00 
MIC BOOMS 
Mole-Richardson Type 103 Mic Boom 
w/Type 126B Perambulator ........2000000.00000.... 1700.00 


CAMERA DOLLIES 


Peerless: iHouston DOWNY > <2 cccsetectesrs occas 400.00 
Colortran Crab Dolly complete w/Case .......... 2500.00 


All prices are F. O. B. New York City. 
Satisfaction guaranteed or money re- 
funded within 7 days of purchase. 
Add sales tax where applicable. All 
equipment subject to prior sale. Cash 
or check only. 


Charles Ross, Inc. 


333 West 52nd Street 
New York, N.Y. 10019 
(212) Cl 6-5470 
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BUY — SELL — SWAP HERE 


STUDIO PRODUCTION EQUIP. 


MICROPHONE BOOM; Atlas BS-7 in excel- 
lent condition, tripod wheeled base, 12-ft. 
extension arm $300. FILMHOUSE, 1101 
Nueces, Austin, Texas (512) 478-5223 


SACRIFICE 16mm ARRI B., with 12-120 
Angenieux zoom, 4-400’ magazines, 2 motors, 
2 carrying cases $4,500. STUDIO FILM EX- 
CHANGE, 11555 Ventura Bivd., Studio City, 
Calif. (213) 985-3303 


SONY 42” VIDEOTAPE unit. Excellent con- 
dition. Includes camera, playback-record unit, 
18”’ G.E. monitor-receiver, 4 hours of new 
tape. $500. FRANK FELDINGER, 55 W. 
Erie, Chicago, IIl. 60610 (312) 943-3552 
ECLAIR NPR, battery, 2 mags, deluxe alum. 
case, shoulder harness, 12-120 Ang. zoom. All 
perfect, used on 1 film. Call JIM RICE, (406) 
862-3019. Whitefish, Mont. $5,000 


ARRI 16S BODY $1,000. Mitchell 1000 foot 
mags $50. 400 foot mags $35. Mitchell high 
speed motor $295. Jan 16mm projector $350. 
35mm Moviola model D $195. Much more. 
Buy-Sell-Trade. S.K. FILM EQUIPMEN! CO., 
INC. 254 Giralda Ave., Coral Gables, Fla. 


AURICON CINE-VOICE, optical sound, am- 
plifier, case, regular and zoom doors, 25mm 
lens. -$475. B&H 7ZODR 10mm, 75mm, case. 
-$250. Nikor 100’ x 16mm processor $125. 
AMERICAN CINEMATOGRAPHER, Box 
1735 or (213) 665-5546 


16mm PRINTER Peterson with soundhead 
and fader, complete with converters. Excel- 
lent condition, presently in use. For sale 
$6,800 or long term lease. MURRAY HILL 
PRODUCTIONS, 15 W. 46th St., N.Y.C., 
(212) JU-6-0357 


NEW DIGITAL SYNCHRONOUS | sound 
equipment—Bolex crystal control motor 
$350. Crystal Pilotone generator $250. 
Crystal controlled Super 8 cameras—projector 
interlocks—tape recorder interlock convertors 
—complete systems. Free literature. LAYNE 
WHITEHEAD ENTERPRISES, 1205 W. 


Drew, Houston, Texas 77006 


CANON SCOOPIC demonstrator $795. Fold- 
ing shoulder pods, new $55. PROFESSION- 
AL CINE PRODUCTS, 2959 Ladybird Lane, 
Dallas, Texas 75220 


ECLAIR NPR for sale. Used on one docu- 
mentary film. Perfect condition. Two mags, 
sync pulse, 12 volt motor, auto-clapper. P.O. 
BOX 237, Durham, New Hampshire 03824 
(603) 888-2067 


FOR SALE—DEPUE 35-16 reduction color 
printer, automatic light change, wet gate. 
Excellent condition. F & M CINE EQUIP- 
MENT, 729 Seward St., Hollywood, Calif. 
465-0377 


BOLEX 16mm REX-5, Angenieux 12-120 
zoom, 400’ magazine, take-up motor, sync 
pulse generator power pack, in aluminum 
carrying case. Body to accept sync recorder. 
Excellent condition. $1625. HOWARD 
PARENT, 1121 9th Ave. W., Ashland, Wisc. 
(715) 682-5438 


SUPER-16 ECLAIR NPR, new glass shutter, 
thoroughly tested on feature, four matched 
magazines, ac and dc motors, 12/120 Ange- 
nieux, steel cases, Leo-pod, accessories. Ask- 
ing $7000. AUGUST FILMS, (212) 582-7025 


CINE-SPECIAL II. Moderately used. In per- 
fect condition. Including 25mm Cine-Ektar 
f1.4, 63mm Cine-Ektar f2.0, extension tubes, 
“S’" mount to ‘‘C’’ mount adapter. $350. 
JACK KAUSCH, 760 Pleasant Ave., Birming- 
ham, Mich. 48009 


STUDIO PRODUCTION EQUIP. 


SYNC BEEP-'% inch tape prerecorded with 
high-level 1000 cyc. tone, backed with special 
pressure-sensitive adhesive for quickly affixing 
visual and audible sync indication on any 
magnetic film or tape. Industry-wide accept- 
ance. Send $2.50 cash, check or money order 
for postpaid packet containing 20 strips total- 
ing 100 35mm frames. D. P. UPTON COM- 
PANY, P.O. Box 5052, Tucson, Arizona 
85703 


BEAULIEU R16B auto: 12-120mm lens, 200’ 
sync generator, bloop, 1000ma 
Century 


magazine, 
handgrip battery and accessories, 
blimp. Almost new. Cost $3900; will sell 
$2,300. BOB BRODSKY, 335 Blossom St., 
Fitchburg, Mass. 01420 (617) 342-1409 


MITCHELL R35 Reflex 35mm _ camera, 
35mm, 50mm, 75mm Super Baltar lenses, 
2-1000’ magazines, 115v variable speed mo- 
tor, follow focus unit, bridge plate w/rods, 
matte box/sunshade, cases. Price $7800. 
Phone (212) 679-0712 


BOLEX H-16 REFLEX complete with 75mm 
f2.5, 25mm f1.9, 15mm f2.7 lenses—filters— 
hand crank—Stevens base and carrying case. 
Beautiful condition, $275. 16mm RCA 1600 
projector (late model, transistorized, etc.) 
complete with selfthreader, $225. Collectors— 
two 35mm Motiograph model 1-A projector 
heads with cranks. Very nice condition, $65 
each or both for $100. Also have ‘‘Deluxe’”’ 
bases with upper and lower mags for above. 
FOB. PAUL GROSS, P.O. Box 671, Wiscon- 
sin Rapids, Wisc. 


B&H 70 DR (like new) Anamorphic bracket, 
ratchet crank, Focusight, series 8 filters, 
manual, alum. case $300. R. HEROLD, 606 
E. Fern Dr., Fullerton, Calif. 92631 (714) 
526-6804 


B&H PRINTER model D, soundhead, roller 
gate, rectifier, $2,950. Rectifiers $150. 
GEORGE PETROS, 535 No. Hartford, Tulsa, 
Okla. 74120 


EASTMAN HIGH SPEED 16mm _ camera 
bodies only w/63mm f2.7 lens. Surplus as is 
$95 each. Houston A-11 processor magazines 
$85. A-11 processors in crate as is (good) 
$950. Mitchell 35mm model GCC, camera 
body and finder only in case, $1,200. Cine 
Special 200’ magazines, excellent $295. 
GEORGE PETROS, 535 No. Hartford, Tulsa, 
Okla. 74120 


MITCHELL GC high speed camera w/view- 
finder, matte box 4-1000’ magazines, 4-400’ 
magazines, 2 motors 6 Baltar lenses, carrying 
cases. Completely overhauled & painted by 
Mitchell factory-trained technicians. Excellent 
condition $2,650. Mitchell Standard camera 
with high speed movement, same accessories 
& condition as GC $2,250. Mitchell FC 70 
m/m turret model camera $2,400. 

Mitchell BNC interlock motors (7) $250 each. 
Mitchell 110-volt high-speed motor w/rheo- 
stat $375 

CINE/PRECISION ENGINEERING CO. 

1038 No. Highland Ave., Hollywood, Calif. 
90038 (213) 462-8787 


OXBERRY ANIMATION STAND and cam- 
era—excellent condition height 11’3’’. Model 
#6 SN58. Oxberry camera 35mm model 
#25-AN-B, SN63. Details on request. UNIT- 
ED GRAPHIC PRODUCTIONS, 1933 Vernier 
Rd., Grosse Pointe Woods, Mich. 48236 


HOLMES 35mm PORTABLE projector $375. 
ALPERT, 23 Rosemary Lane, Toronto (416) 
782-2287 


BOLEX REX 16, Switar zoom 85EE with 
case like new $550. Phone (714) 538-0320 


STUDIO PRODUCTION EQUIP. 


400’ 16mm B&H Mags. $95. Motors for B&H 


Filmo or Eyemo; 12VDC $50 with transform- 
er for 120 VAC $60 prepaid. PHOTOMART, 
228 So. Franklin, Tampa, Fla. 33602 


MOTION PICTURE CAMERA 35mm Bell & 


Howell Eyemo turret, 5 lenses and motor 
$300. Excel. cond. J. R. WITULSKI, 591 No, 
Irving Blvd., Hollywood, Calif. 90004 (213) 
467-3129 


AT HELIX 
MINT-LIKE SPECIALS! 

Pathe DS8/BTL double super 8 professional 
reflex body, $350 

AC power supply for Beaulieu R16ES, $35 

16mm Filmo 70 D turret, body only, $75 

16mm Beaulieu R16ES with 25mm, 15mm, 
75mm Angenieux lenses complete, excel- 
lent, $795 

16mm Bell & Howell #240 100 foot automat- 
ic exposure control super comat f1.9 with 
wide angle attach and case, factory 
checked, $149.50 

Canon Scoopic 16, complete with case and 
battery, $649.50 

H16/H8 Bolex exposure meter, $29.95, mint 
condition 

Bolex 16 Octameter, $29.95, excellent 

25mm Angenieux 0.95C mount, like new, 
$149.50 

16mm Xenon F1.9 Arri mount, $149.50 

75mm Xenon F.2 Arri mount, $175 

10mm _ Soligor wide angle f1.8 C mount, 
$34.95 

Satellite sound recorder, $75 

16mm Beaulieu R16E with 12/120 Ange- 
nieux F2.2, black compartment case com- 
plete with grip, charger, battery, etc., 
positively like new, $1,150 

What do you need? Write, call director of 

sales, Selwyn S. Schwartz, HELIX CAMERA 

LTD., 679 No. Orleans, Chicago, IIl., 60610 

(312) 944-4400. Master Charge & Interbank 

cards accepted. 


MITCHELL 35mm CAMERAS special design, 
government surplus. Model KF-8. Magazine, 
motor, etc. in two cases, $295. Government 
cost $10,000 each. GEORGE PETROS, 535 
No. Hartford, Tulsa, Okla. 74120 


ARRIFLEX 35mm TRIPODS high and baby 
legs zoom Angenieux 25 to 250 lenses 18 25 
40 75 filters complete set O’Connor head 
battery. Call FORDAL FILMS (212) 
CY-3-2400 


DYNALENS-OPTICAL IMAGE motion sta- 
bilization lens #5038A for Arriflex and Nikon 
$15,340 new, will take $10,000. With acces- 
sories. W. THOMPSON, Box 676, Willingboro, 
N.J. 08046 (609) 871-2455 


ARRIFLEX BL, ZEISS 12.5/75mm lens, 
1-400’ mag., case. Overhauled, under Arri 
warranty, $4,275. New Angenieux 12/120, C 
mount for Beaulieu, $750. Excellent Pan 
Cinor 17/85, Arri Bay. Lock mount, $295. 
AMERICAN CINEMATOGRAPHER, Box 
1736 (213) 662-4507 


THREE, EXCELLENT CONDITION, Kodak 
16mm optical sound projectors, model AV- 
256-TR-R. World wide model, 110 or 220V., 
50 or 60 cycle. 25 watt solid state sound 
system, adequate for large room or auditori- 
um. Portable at 38 pounds. $375 each or all 
three $1000. B. G. SMITH, P.O. Box 270, 
Tampa, Fla. 


RENTALS 


STEENBECK 16/35 for rent. Low price in 
N.Y. or Toronto (416) 920-3495 


RATES: Ads set In lightface type, 30¢ per word. Minimum ad, $3.00. Text set in 
lightface capital letters (except 1st word and advertiser’s name) 50¢ per word. 
Modified display format (text set in boldface type, capitals or upper-and-lower 
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case) $3.00 per line. Send copy with remittance to cover payment to Editorial 
Office, American Cinematographer, P.O. Box 2230, Hollywood 28, Calif. Forms 
close 1st of month preceding date of issue. 
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SERVICES AVAILABLE 


NORTHERN CALIFORNIA FILMING call or 
wire GLYNIS FILMS. Eclair, Arriflex, Auri- 
con, Nagra, 16mm, 35mm, lites, crews, etc. 
6037 Rampart Dr., Carmichael, Calif. (916) 
967-4943 


SCREEN SCRIPTS for home movies, For free 
list: ROSCOE VINSON CO., P.O. Box 112, 
Seattle, Wash. 98111 
NAME & ADDRESS 


ALASKA FILM CREW available, with sound 
studio, to work in Alaska. Write to CINEMA 
ALASKA PRODUCTIONS, Box 646, Juneau, 
Alaska, 99801 


PROFESSIONAL CINE PRODUCTS builds a 
15-0z magnetic amplifier for Cine Voice. 


LOOK AFTER YOUR BUDGET and let us 
look after your shooting in Europe. PAT- 
RICK WOOD FILM SERVICE, 13 South Rd., 
Amersham, Buckinghamshire. Phone Amer- 
sham 4941. 


THE CAMERA DOCTOR repairs Arris, 
Eclairs, Mitchells. Call ALAN GORDON EN- 
TERPRISES, 1430 No. Cahuenga Bivd., Hol- 
lywood, Calif. 90028 (213) 466-3561 


SUPER 8mm B&W processing $1.50 per 
cartridge. 16mm B&W processing 24/2¢ per ft. 
One day service. SOUTHWESTERN CINE 
SERVICE, 2406 Classen, Oklahoma City, 
Okla. 73106 


PROFESSIONAL CINE PRODUCTS gives 48 
hour service on Filmo & Auricon filter slots. 
Also quick service on Auricon and Filmo 
repairs. 


PRODUCER: Your program distributed 
through Europe, Africa. 16 or 35mm at no 
cost to you. A.S.P. DISTRIBUTION, 5716 
Vecino Dr., Glendora, Calif. 91740 (213) 
963-6761 


SECOND EDITION 


PROFESSIONAL CINEMATOGRAPHY 


By CHARLES G. CLARKE, ASC 
Professional Guidance For Aspiring Cinematographers 


SERVICES AVAILABLE 


AUSTRALIA. Cameraman and crew available 
cover documentary, commercials, sports, TV 
news, etc. Completely equipped 35 & 16 Arri, 
sound with BL & Auricon, Mag. stp. or 
D/system, Nagra. Radio controlled camera 
cars and four-wheel drive vehicle. Will travel 
anywhere at shortest notice. Contact ED 
STEET, Intatel Pty, Limited, 9 Second Street, 
Black Rock, Vic., 3193. Phone: Melbourne 
99-3231 


UNITED CINE PRODUCTIONS can meet all 
your film needs, in any format, on any 
location. UNITED CINE PRODUCTIONS, 


3412 Bryn Mawr Dr., Irving, Texas 75060 
(214) 255-1719 


PRODUCTION AIDS. Write for 
CINEPHONICS, Box 534, Del 
92014 


literature. 
Mar, Calif. 


WANTED 


WANTED—35mm EASTMAN Coder, working 
or not. Also repair and service coders. F & M 
CINE EQUIPMENT, 729 Seward St., Holly- 
wood, Calif. 465-0377 


TITLE STAND FOR COLOR theatre trailers. 
35mm optical recorder. MPS, 125 Hyde St., 
San Francisco 


CINEMATOGRAPHERS ONLY to join net- 
work of “‘likes’’ ... particularly middle west— 
(no west coast) and out of country. Also, 
those interested in sales as well as production. 
INTER-COM, 130 7th St., Pittsburgh, Pa. 
15222 


WANTED 16mm AURICON  Filmagnetic 
complete with MA-11 amplifier. LESLIE 
FAZEKAS, 1981 Assunta Way, San Jose, 
Calif. 


WANTED: 20th CENTURY-FOX 35mm pro- 
duction camera. ARTISAN FILM SERVICE, 
Box 125, Parsons, Kansas 67357 (316) 
421-3517 


FILMAGNETIC HEAD ASSEMBLY wanted 
for Auricon. (1 have amplifier). LEO ZAPPE, 
43 Ridge St., Orange, N.J. 07050 


angles and techniques... Special 


ABOUT THE AUTHOR: Charles G, Clarke, ASC, a 
top Director of Photography at 20th Century-Fox 
for many years, and an ASC member, taught 
Advanced Cinematography at the University of 
California at Los Angeles, where he recognized 
a need for practical professional guidance for 
students striving to be the industry’s future Di- 
rectors of Photography. It is this need which has 
given rise to his publication of a book on the 
subject and subsequently the latest revised edi- 
tion of Professional Cinematography. The first 
edition of this valuable book has become required 
reading at many universities and schools offering 
courses in cinematography. 


Order now and be assured of 
your copy of the revised edi- 
tion of this valuable book! 
Postpaid for only... 


$4 gee 


SUBJECTS INCLUDE: Camera, camera mounts... Lenses, wide-screen lenses 
... Filters and Filter effects... Day-for-night photography... Exposure for 
color and black and white films... Light meters and their use... Color 
temperature meters... Equipment for set lighting and its control... Camera 
lighting problems... Color 
... Composition ... Special photographic effects ... Set operation on the sound 
stage... New film emulsions . . . Forced development data. 


WANTED 


WANTED TO BUY new or used: BL Arriflex, 
blimp for Arriflex ‘“‘M’’, Nagra 1V, 16mm 
projector, 16 magnetic recorder, 16mm pro- 
jector and 16mm magnetic recorder combina- 
tion, 4 gang 16mm synchronizer, Standart 
and baby Mitchell tripods. Send details of 
condition, age, serial number and price to: 
CHARLES BENNETT PRODUCTIONS, 4150 
Fox, Denver, Colorado 


CASH PAID FOR used 16-35mm cameras and 
lenses, 35mm portable and booth projectors, 
color processors and Bell & Howell model J 
printers, we buy, sell, trade. CONDE DIN- 
SELLA, 9983 Coddington Way, St. Louis, 
Mo. 63132 994-0317 


SOS PHOTO-CINE-OPTICS 
New York-New Jersey-California 
Urgently needs used equipment 
Cameras, zoom lenses, accessories, projectors, 
sound recorders, mikes, moviolas, editing 
equip. Anything and everything useful for 
film production. Spot cash or on consignment 
FLASH!!! 
Used VTR equipment wanted 
Call the SOS office nearest you 
N.Y .—Hy Roth—(212) JU6-1420 
315 W. 43rd St., N.Y.C. 10036 
CALIF.—Phil Dewald—(213) 466-9361 
7051 Santa Monica Bivd., Hollywood 90038 
N.J.—Wally Robbins—(201) 939-5250 
40 Kero Rd., Carlstadt 07072 


PAR CONVERSION of 100’ Cine-Special 
magazine to take 400’ magazine. BENNY 
FLACK, P.O. Box 2204, Decatur, Ala. 35601 


MISCELLANEOUS 


“SPECIAL VISUAL EFFECTS created by 
RAY HARRYHAUSEN’’—A _ new filmzine 
devoted to the genius of special effects expert 
Ray Harryhausen. Issue #2 ready for end-of- 
July mailing: special filmbook coverage of 
“Jason and the Argonauts.’’ Advance orders 
$1.00. 3030 Ellen St., Irving, Texas 75060. 
First issue sold out 


Free from PROFESSIONAL CINE PROD- 
UCTS 1 set zoom see rings, 1 sunshade and 1 
series 9 glass filter with every 12 to 120 zoom 
we sell. 


psychology 


| 

| The American Cinematographer | 

| P.O. Box 2230, Hollywood, California 90028 | 
| 
| 


Please send me...........copies of PROFESSIONAL 
CINEMATOGRAPHY @ $10.00 ea., postpaid. No 
C.0.D.’s. Single book orders will not be billed. | 
Check or money order must accompany orders | 


for single bocks. 


Name . 


State __ ae Sa ZIP 


California residents please remit 5% Sales Tax 
(50¢ per copy). Foreign buyers please pay by 
International Money Order or US funds. 


| 

| 

| 

| | 
| | 
| | 
| Street, = Se Se | 
a ar ee 
| | 
| | 
| | 
| 


AMERICAN CINEMATOGRAPHER, AUGUST, 1971 


World’s standard @ 
of portable & 
power packs, 
introduces an 
internally- 
powered 16mm 
single/double 
system sound 
newsfilm camera. 


Jim Frezzolini’s 

new “Frezzi-Cordless” 
conversion features an 
internal battery that 
runs Eight 400-foot rolls 
without plugging in 

its power cord. 


FEATURES: Quick-change internal battery. Complete 
power source operating compatibility. Also can run on 
AC 110 volt, 60 hz. or any Frezzolini AC Portable Power 
Inverter, OR from the DC battery portion of the Frezzolini 
1000-DX (with an adapter). PROVEN RELIABILITY : Cam- 
eramechanism field and lab-tested. Total camera weight 
including internal battery, magnetic sound head, Ange- 
nieux 12-120mm zoom lens (specify finder): 17 pounds, 


REZZOLIM/. 


PPI vo 


Pall : 


ready-to-roll. Supplied with crystal-controlled module 
for double-system sound or, at a reduced price, with 
standard transistor-controlled module where specified 
by purchaser. 

For information about the ‘Frezzi-Cordless’” Camera 
see your professional motion picture supply dealer or 
write or phone James J. Crawford, Vice-President Engi- 
neering. 


(Your present conversion can be made “Frezzi-Cordless” by FREZZOLINI too. For details, write or phone Mr. Crawford) 


General Research Laboratories 9 


DIVISION OF 


| Frezzolini Electronics Inc. 
7 Valley St., Hawthorne, N. J. 07506 
PHONE: (201) 427-1160 


Byron produces America's finest quality 


VIDEO TAPE-TO-FILM TRANSFER AT 


Americas 
lowest Prices! 


DVT eiaicus 


ve ELECTRON BEAM RECORDING 65 K Street, Northeast, Washington, D.C. 20002 * 202/783-2700 
aa FOR BLACK AND WHITE World’s Most Sophisticated Video Tape And Film Laboratories 


